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ABSTRACT 
The purpose of this study was to examine the teaching of musicianship in a high 
school chorus, and explore the pedagogies of three high school choral directors. Using 
the praxial theory of music education (Elliott & Silverman, 2015) as a framework and a 
multiple-case study design with elements of portraiture, I developed case studies of three 
high school choral directors that included musicianship instruction as a regular part of 
their rehearsal activities. Research questions addressed: (a) the ways high school choral 
directors address and assess performing-and-listening in the rehearsal to build the 
musicianship of their singers through sight-singing, audiation, performance practice, and 
aesthetic elements; (b) the ways high school choral directors address conducting-and-
listening in the rehearsal to build the musicianship of their singers; and (c) the ways high 
school choral directors foster musical creativity of their singers as part of a plan to build 
their musicianship. The primary means of data collection were interviews, rehearsal 
observations, and document review. I conducted observations using the rehearsal-
planning model advocated by Abrahams and John (2015) as a guidepost. Results indicate 
  vi 
that the development of musicianship among high school choral students does not rest 
exclusively on instruction in areas such as sight-singing, music theory, performance 
practice, piano proficiency, and vocal technique, but rather through the values asserted by 
Elliott (1995) and Elliott and Silverman (2015), which serve as the foundation of music 
education: self-growth, self-knowledge, and the emotional experience of musicing and 
musical enjoyment. Implications for music education include incorporating constructivist 
strategies in instruction, moving toward student-centered rehearsals, and devoting 
meaningful time to listening and assessment in order to empower student musicianship. 
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CHAPTER I 
INTRODUCTION 
In school choruses, choral directors have the responsibility of organizing and 
leading an ensemble of students in the performance of vocal music. To prepare those 
concerts, choral directors guide students, developing the musicianship and artistry 
necessary for sensitive performance. Elliott (1995) acknowledged the importance of 
teaching more than just repertoire for performance: “An essential task of music teaching 
and learning is to develop student musicianship in regard to musical expressiveness” (p. 
156). From my 25 years of experience as a school choral director, I can attest that 
purposeful choral rehearsals include more than the learning of notes and rhythms in 
choral repertoire. I continually work to develop in my students the skills and 
competencies necessary to become independent musicians.  
While some may argue that it is not possible to teach musicianship, a choral 
director can incorporate many different instructional strategies to help students progress 
as independent musicians. Butke (2006) asserted that “repertoire serves as the vehicle for 
learning specific objectives of the curriculum, which include vocal technique, music 
theory, music history, sight-reading, and ear-training” (p. 58). Well-balanced rehearsals 
include multiple components of content knowledge and skill that collectively assist a 
student to further her or his musicianship by addressing both pedagogy and performance 
goals (Freer, 2011). Brunner (1996) described successful rehearsals as those that integrate 
theory, music history, vocal technique, aesthetics, and appreciation and enhance sight-
singing, analysis, and aural skills. How does a choral director prepare and select content 
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for a successful rehearsal?  
A limited amount of rehearsal time and the pressure to perform multiple programs 
and concerts often cause choral directors to focus on performance repertoire instead of 
musicianship pedagogy. Cox (1989) described the structure of an efficient choral 
rehearsal as one that “involves productive use of time, sequential activities, supportive 
director behaviors, and the creation of an appropriate rehearsal climate” (p. 201). Freer 
(2011) described the balance between performance and pedagogy as a paradox, where 
choral directors engage their students in two potentially competing goals: Choral 
directors simultaneously attempt to achieve with their students (a) quality in choral 
performance and (b) quality in musicianship pedagogy. Fashun (2012) described various 
reasons for choral directors to choose a performance-centered approach, including 
“program justification to the school administration, extrinsic recognition (e.g., winning 
competitions, festivals, collecting trophies and awards, etc.), and less initiative required 
by the director in rehearsal planning” (p. 27).  
Statement of the Problem 
One of the purposes of a high school choral rehearsal involves preparing 
repertoire for performance. Choral directors decide how to best prioritize the type of 
instructional activities they include with their students during rehearsal. A preoccupation 
with performance can influence the activities a director includes. Ferrante (2010) posited 
that substantial concert schedules and the pressure of necessary preparation for those 
concerts might “create a sense of urgency on the part of choral directors to spend the bulk 
of rehearsal time perfecting the performance of choral repertoire” (p. 1). Thus, if choral 
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directors become engrossed in preparing for concerts, they may begin to disregard 
activities that promote the development of choral students’ musicianship. Freer (2011) 
acknowledged the priority of repertoire over pedagogy, and suggested the possibility that 
a greater number of choral directors forsake necessary pedagogical instruction in favor of 
song learning: 
Just as the infamous emperor viewed his new clothing, we convince ourselves that 
a high level of choral performance quality alone somehow imparts the knowledge 
and skills necessary for a lifetime of making music. While that does occur in the 
classrooms of some choral teachers grounded in principles of sequential and 
developmentally appropriate pedagogy, it most certainly does not in the vast 
majority of classrooms where so-called “teaching” is mere variation on rote or 
imitative rehearsal techniques. (Freer, 2011, p. 170) 
 
The preoccupation with performance in American high schools has not been 
limited to choral music. Hoffer (1977) argued that the success of school performing 
ensembles has been attributed to impressive proficiency in performance, and thus success 
has been one-sided: “While the technical skills related to performance are developed to a 
creditable level, the musical knowledge and listening skills of these students have largely 
gone underdeveloped” (p. 37). Based on my experience as a high school choral director, I 
would suggest that this notion could be extended to the marginalization of all aspects of 
musicianship. 
High school choral rehearsals can provide opportunities for choral directors to 
include performing-and-listening, sight-singing, audiation, performance practice, 
aesthetic elements, conducting-and-listening, and musical creativity. These elements are 
related to the praxial approach as proposed by Elliott and Silverman (2015), and can 
assist students in the development of their personal musicianship and concomitantly 
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inform performance. Hiney (2012) agreed that choral rehearsals offer an opportunity for 
directors to address student musicianship despite the challenges of frequent 
performances. Perhaps some choral directors perceive a challenge in determining the best 
ways to balance the preparation of repertoire with pedagogy, while others address the 
building of musicianship and preparation for performance as a connected practice.  
Defining Musicianship 
Critical to this study is a conception and definition of musicianship. 
Dictionary.com defined musicianship ("Musicianship," n.d.) as “knowledge, skill, and 
artistic sensitivity in performing music.” I considered many aspects of musicianship 
including component parts as mentioned above, pedagogy including instructional 
strategies, and assessment. At the outset, I hoped that including assessment would afford 
a more complete understanding of how each conductor studied addressed performing-
and-listening (see research question 1 below) in the choral rehearsal to build 
musicianship. In addition, I reflected on content knowledge that choral directors should 
include in their instruction, as well as curricular objectives and goals. Fashun (2012) 
pointed to a pedagogy of musicianship that includes an understanding of theory, form, 
history, the composer, style, and interpretation: 
The culmination of these entities facilitates a deeper understanding of the music 
itself and provides a foundation for each student to connect with the music on 
multiple levels (physically, emotionally, mentally, spiritually) and on his/her own 
terms (i.e., how a student thinks, learns, and feels) and leads to expressive music-
making for the individual and/or the ensemble. (p. 33) 
 
In music education, Gordon’s (1980) life work focused on a music learning theory 
that included a taxonomy of tasks beginning with aural/oral, then verbal association, then 
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partial synthesis and improvisation, and ended with theoretical understanding. His goal 
was to develop students’ abilities to audiate, whereby students could hear and 
comprehend music when the sound was not physically present. Jaques-Dalcroze (1967) 
and Orff (1973) included movement and improvisation as key abilities to foster 
musicianship, Gordon (1980, 2007b) focused on the mastery of tonal and rhythmic 
patterns. Kodály’s (1974) approach to developing musicianship centered on music 
literacy, which he believed was most effectively achieved through the mastery of sight-
singing and ear training. Solfège classes today at the Kodály Institute in Hungary include 
reading music at sight using tonic sol-fa, letter names of notes, and the ability to scribe 
notation through listening to music played on the piano or from a recording.  
When asked about musicianship, some music teachers respond that the ability to 
read notation is fundamental to being a musician (Wiggins, 2001), that this is the 
definition of musicianship. In the United States, most music educators teach music 
reading when students learn to play a musical instrument (Humphreys, 1995; Keene, 
2009; McPherson, Davidson, & Evans, 2015). In choral music programs, most directors 
teach music reading using movable do solfège to decode pitch and rhythm syllables to 
delineate beat type (Farenga, 2013; May, 1993; Smith, 1998), and also use the rhythm 
syllables developed by Gordon that delineate beat function. My own experience as a 
choral director and my interactions with colleagues who are choral directors has led me to 
understand that some may talk briefly about form and style, and include basic music 
theory instruction.  
In addition to those who have developed music methodologies, psychologists 
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outside of music education have explored the issues of musicianship (Levitin, 2007; 
López-Gónzalez & Limb, 2012; Perkins, 1986; Sacks, 2007; Trehub, 2015). The most 
prolific of these psychologists is Gardner (1983, 2006), who in 1983 included music as 
one of seven intelligences all humans possess. In fact, he claimed that musical 
intelligence was the first to emerge in a child, explaining that the baby’s cry was musical. 
His explanation was that the cry had pitch, intensity, duration, and emotional impact and 
expressed meaning that a mother could understand. By the cry, she knew when the baby 
was hungry, needed a diaper change, or was happy or sad. 
Developing Gardner’s ideas and applying them in music education, Abrahams 
and John (2015) suggested that musical intelligence consisted of four parts: musical 
imagination, musical intellect, musical creativity, and musical performance. They 
contended that the development of these four psychological constructs constituted 
musicianship. To that end, they developed a rehearsal-planning model that addressed 
each of these, positing that as a group, these four psychological constructs nurtured the 
development of musicianship. They placed the ability to decode notation as part of 
musical intellect, suggesting that the ability to read the notation was not a function of 
being musical, and that literacy was not a condition of a musical person; rather, it was a 
skill of a musically literate person.  
Music education philosophers have considered aesthetics and aesthetic response 
as a component of musicianship. Reimer (2003) posited that educators should frame the 
teaching of music education and musicianship through experiences for students that focus 
on understanding music for its expressive and aesthetic qualities, a type of aesthetic 
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music education. Music educators who engage students using Reimer’s philosophy, 
emphasizing the aesthetic qualities of music, work to develop student perceptions through 
a broad curriculum that fosters aesthetic experiences. Jorgensen (2003) posited that the 
word musicianship 
is used by music teachers, in the English-speaking world, to describe one of the 
ends of music instruction. Taken to refer to thinking, being, and acting as a 
musician, musicianship is a perennial and pervasive goal of music education 
practice. It constitutes a way—although not the only way—of combining artistic 
and aesthetic elements of music, or making and taking music. (p. 198) 
 
For this study, I accepted Elliott’s (1993) definition of musicianship: “When a 
student is singing musically, he or she is demonstrating a rich form of procedural 
knowledge called musicianship” (Elliott, 1993, p. 11). Elliott (1995) posited that 
musicianship is demonstrated through procedural actions: “Musicianship is what music 
makers know how to do with practice-specific musical sound patterns in relation to 
practice-specific musical knowledge” (Elliott, 1995, p. 55). Musicianship is developed 
through the “critically reflective and codependent actions of: performing-and-listening, 
improvising-and-listening, composing-and-listening, arranging-and-listening and 
conducting-and-listening” (Elliott, 1996–1997, p. 22).  
Purpose of the Study 
Using the praxial approach of Elliott and Silverman (2015), and guided by the 
concepts of comprehensive musicianship from the Teaching Music Through Performance 
series and the rehearsal plan of Abrahams and John (2015), I sought to discover examples 
of choral directors addressing issues of musicianship within the choral rehearsal that 
included more than just verbal or formal knowledge as a means to develop musicianship. 
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I discovered the purpose through the reflection of my personal practice as a high school 
choral director, and through the careful consideration of literature and previous studies. 
I have taught students who can play or sing notes and rhythms correctly without 
being musical or having evidence of musicianship, where being musical as defined by 
Gardner (1983) included a demonstration of pitch, intensity, duration, and emotional 
impact and expressed meaning. I regarded that as an example of the nature versus nurture 
argument; a student’s musicality was a consequence of having or not having natural 
talent. Believing, however, that all children have the potential to be musical and that 
being musical is evidence of musicianship, I wanted to investigate how others address 
these issues within the context of their high school choral program. I was looking to see 
how they teach the skills that include music reading and ear training to their choral 
students. I was curious to see if they address aesthetics and the ability to spin or shape a 
phrase and how do they teach students about style and form and connect that to musical 
performance. 
I chose to study choral directors because they decide whom to accept into their 
groups, and what constitutes that audition for ensemble membership.  Many assess 
musicianship as part of the audition. Directors also select the repertoire and design the 
rehearsals with the final goal of performance. I considered the ways the director used 
repertoire to be the conduit through which students develop their musicianship. Teaching 
the repertoire and assessing the results is also a concern of this research. I explored the 
musicianship pedagogies of three high school choral directors who were professional 
acquaintances through interviews and observations of their rehearsals. 
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Because performance is a primary goal of the high school choir, I considered the ideas 
presented in Teaching Music Through Performance in Choir, a series for high school 
(Buchanan & Mehaffey, 2005, 2007, 2011) and middle school (Abrahams & Head, 2011) 
choirs and the planning model presented in Planning Instruction in Music (Abrahams & 
John, 2015) to structure my investigation. Though the teachers I studied did not use those 
materials to develop their daily rehearsal plans, the ideas presented in those texts 
provided an informal checklist for me as I observed rehearsals, conducted interviews, and 
examined documents. 
Research Questions 
1. In what ways do high school choral directors address and assess performing-
and-listening in the rehearsal to build the musicianship of their singers? 
a. In what ways do high school choral directors address and assess the 
abilities of their singers to sight-read the choral literature they will 
perform? 
b. In what ways do high school choral directors address and assess the 
abilities of their singers to audiate? 
c. In what ways do high school choral directors address and assess the 
abilities of their singers to respond to history, style, and performance 
practices? 
d. In what ways do high school choral directors address and assess the 
abilities of their singers to respond to the aesthetic elements in the music 
they are learning to perform? 
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2. In what ways do high school choral directors address and assess conducting-
and-listening in the rehearsal to build the musicianship of their singers? 
3. In what ways do high school choral directors foster and assess the musical 
creativity of their singers as part of a plan to build their musicianship?  
Delimitations and Limitations 
I delimited my research sample to three high school choral directors who included 
musicianship instruction as a regular part of their teaching, and collected data during the 
spring of 2014. Because of my employment as a high school choral director, I was 
limited in the amount of time spent at the participants’ schools to conduct observations. I 
coded and analyzed the data from 2014 to 2015, and in so doing, I recognized that the 
portraits I created were not the only possibilities. Lawrence-Lightfoot (1983) shared in 
the awareness that the portraitist’s story was not the only version possible: “There is 
never a single story—many could be told” (p. 12). 
Theoretical Framework 
I chose the works of Elliott (1995) and Elliott and Silverman (2015) to form the 
theoretical framework for this study. They posited a praxial perspective on music 
teaching and music learning that yields musicianship and the development of musical 
people. From this perspective, music students learn music as reflective musical 
practitioners in a partnership or cognitive apprenticeship with their choral director, 
actively immersed in demonstrating musicianship (Elliott, 1995). Reflective practitioners 
experience wonder and uncertainty when they encounter new situations. Schön (1983) 
asserted that a reflective practitioner  
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reflects on the phenomenon before him, and on the prior understandings which 
have been implicit in his behaviour. He carries out an experiment which serves to 
generate both a new understanding of the phenomenon and a change in the 
situation. (p. 68) 
Engagement in a cognitive apprenticeship addresses teaching processes used to manage 
complex tasks by emphasizing the use of knowledge to solve real-world problems. 
Collins (2006a) shared: 
Conceptual knowledge and factual knowledge are learned by being used in a 
variety of contexts, encouraging both a deeper understanding of the meaning of 
the concepts and facts themselves, and a rich web of memorable associations 
between them and the problem solving contexts. (p. 48) 
 
Musicianship and listenership, as part of Elliott and Silverman’s (2015) 
philosophy, constitute “two interdependent and mutually interactive dimensions of 
musical thinking and knowing” (p. 206), or MTK, that formulate musical understanding. 
Inherent in the praxial perspective is the notion that learning and understanding occur as a 
result of action. The degree and quality of choral students’ musicianship is not the same 
as what they are able to articulate about repertoire or technique. Instead, students’ hands-
on demonstration of their vocal performance ability gives validity to their musicianship. 
Elliott and Silverman (2015) identified the procedural/action dimension of both 
musicianship and listenership because all forms of musicing, or music making, and 
listening are manifest in both process and action. The components of the 
procedural/action dimension consist of seven types of MTK that musicians develop, 
nurture, and coalesce as they engage in musicing: (a) verbal, (b) experiential, (c) situated, 
(d) intuitive, (e) appreciative, (f) ethical, and (g) supervisory. Aside from the formal 
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nature of verbal knowledge, the MTKs are essentially nonverbal and integrated into 
musical understanding. 
Choral directors and students discuss and share verbal knowledge, including facts 
and concepts about musicianship. Directors and students use verbal knowledge in the 
context of rehearsing to fix musical problems while actively musicing. There is a 
distinction between procedural knowledge and verbal knowledge. Procedural knowledge 
equates to some form of doing or action, whereas verbal knowledge includes that which 
encompasses facts and concepts. 
While engaged in problem finding and solving, directors and students encounter 
knowledge that is contextual or distinctive to a particular repertoire. This experiential 
knowledge is directly related to learning and working in a specific praxis. 
Situated thinking and knowing is interpretive depending on the individual and the 
community in which they are musicing. All understanding of those engaged in music 
making, student singers and directors, can directly affect “the depth and breadth of 
students’ learning, positively, negatively, depending on the people involved” (p. 223). 
Choral directors and students rely on intuitive knowledge to gauge, designate, and 
position musical procedures and actions. Elliott and Silverman (2015) clarified intuitive 
MTK: “Musical intuitions acquired and accumulated through repeated experiences of 
music making and listening are especially important in grounding our ability to make 
expressive and creative musical judgment in action” (p. 225). 
There are many times when both students and choral directors encounter 
difficulties or problems in the work of developing musicianship. Appreciative knowledge 
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provides a perspective to view problems or challenges as opportunities instead of 
roadblocks. Instead of encountering an obstacle, appreciative thinking and knowing 
allows the perspective of a circumstance to change, providing possibilities of new and 
creative ideas, solutions, or processes. Choral directors often encounter many situations 
and moments that are called ‘teachable moments’ in the course of developing 
musicianship. With singing, song choice is certainly high on the list of discussion 
opportunities among students and directors. 
Ethical MTK focuses on the use of musicianship and ability for the common 
good. In addition to choosing repertoire based on artistic value, directors may choose to 
give consideration to the ethical appropriateness of song choices. 
Supervisory MTK is revealed in the process of overseeing and organizing all 
forms of musical thinking and knowing involved in musicing. For a student participating 
in high school chorus, supervisory knowledge occurs over the long-term development 
that happens in the four years of chorus participation, including past experiences and 
those future experiences that have yet to occur.  
The choral programs I explored were dynamic practices. Elliott (1993) described 
dynamic practices as, “those in which the musical challenges and the musicianship that 
ground the practice spiral upward in complexity, thus allowing for the continuous 
matching of musicianship and musical challenge” (p. 16). The choral directors in my 
study maintained an equivalent connection between their students’ musicianship and 
challenging repertoire. The students’ engagement in singing provided the choral directors 
with real time feedback as to the quality of musicing. I interpreted the procedures and 
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actions of choral directors and students to grow and develop musicianship in the context 
of the seven MTKs (Elliott and Silverman (2015).  
I included as part of my framework ideas presented in the Teaching Music 
Through Performance in Choir series for high school (Buchanan & Mehaffey, 2005, 
2007, 2011) and middle school (Abrahams & Head, 2011). Planning Instruction in Music 
(Abrahams & John, 2015) served as a guidepost. The authors of the Teaching Music 
Through Performance in Choir series recommended a comprehensive musicianship 
method that connects musical skills with a comprehension of the historical context and 
musical analysis of repertoire. Abrahams and John (2015), in Planning Instruction in 
Music, suggested that choral directors plan rehearsals that include four types of 
instructional objectives: behavioral, cognitive, experiential, and constructivist. In 
addition, Abrahams and John recommended that directors conduct rehearsals that address 
technical skills, musical concepts, and the empowerment of musicianship, while enacting 
the artistic processes of creating, performing, responding, and connecting. Directors 
engage the choir in rehearsal activities in which students (a) partner, (b) present, (c) 
personalize, and (d) perform. Students partner by learning the pitches and rhythms of 
repertoire outside and apart from the choir rehearsal. Directors use strategies to present 
rehearsal activities that are aligned to the components of reciprocal teaching. Abrahams 
and John (2015) asserted that, “In an ensemble rehearsal, reciprocal teaching can foster 
students’ independent musical learning as well as their ability to comprehend what they 
are learning” (p. 110). Choral directors foster a rehearsal atmosphere that addresses two 
types of personalization. Students who rehearse and prepare outside of the choir rehearsal 
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engage in individualized personalization. When the ensemble transforms from a 
collection of individuals to a unified single identity, the personalization evolves 
organically within the ensemble. Lastly, directors dedicate the final part of the choir 
rehearsal plan to both assessment and reflection in culminating activities such as 
concerts. I used these additional guideposts to adjust my research lens and perspective as 
I reflected on the practices of the choral directors I studied. 
Significance of the Study 
Through this study, I addressed a gap in the research and strove to make a 
meaningful contribution to existing scholarship. Demorest (1998) posited the need for 
more descriptive research that relies on methods other than self-reporting as a means to 
collect data on sight-singing practice (one facet of musicianship): “Existing surveys have 
given us a picture of practice that should now be investigated through observational 
research” (p. 11). As outlined in the purpose and research questions of this study, I 
explored how choral directors taught musicianship in relation to how students acquired 
musicianship. Freer (2006) noted a paucity of literature exploring this relationship in 
choral music education research. 
My overall impetus for this study was to provide windows into the instructional 
practices of high school choral directors that work with students who already demonstrate 
high levels of musicianship in both performance and individual student achievement. 
Music educators, who desire to address issues of musicianship within their own choral 
rehearsals, could potentially benefit from the examples provided by the conductors 
studied. Additionally, I wanted to draw attention to the MTKs as outlined by Elliott and 
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Silverman (2015) in their praxial philosophy of music education. 
As a practicing high school choral director, this study was of particular interest to 
me. I pursued this study purposely as a means to add to the body of research an 
exploration of the dynamics between choral directors and their students, and the 
consequences of those dynamics on the development of student musicianship.   
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CHAPTER II 
 REVIEW OF THE LITERATURE 
This review of literature surveys the resources that are available to choral 
directors who want to ensure their choirs perform musically and their singers demonstrate 
the acquisition of musicianship.  
 Elliott (1995) offered musicianship as the foundation of music education and the 
primary focus of the curriculum according to the praxial philosophy: 
Musicianship is the key to achieving the values, aims, and goals of music 
education. Musicianship, which includes listenership, is a rich form of procedural 
knowledge that draws upon four other kinds of musical knowing in surrounding 
and supporting ways. Musicianship is context-sensitive, or situated: that is, the 
precise nature and content of musicianship differs from musical practice to 
practice, and musicianship develops through progressive musical problem solving 
in teaching-learning environments designed as close likeness of real music 
cultures. (pp. 259–260) 
 
In this literature review, I will address the following topics that support both the 
research questions and theoretical framework of this study: (a) musicianship, (b) 
listening, (c) music methodologies and the acquisition of musicianship, (d) instructional 
practices, (e) choral rehearsals, and (f) assessment. 
Musicianship 
In a high school chorus, musicianship may be characterized as a multifaceted 
concept that is developed through the reflective and codependent actions of performing-
and-listening, improvising-and-listening, composing-and-listening, arranging-and-
listening, and conducting-and-listening (Elliott, 1996–1997, p. 22). Kohut (1973) offered 
that, although musicianship includes music reading, good tone quality and intonation, and 
technical precision, “the essence of musicianship is one’s sensitivity to the expressive 
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qualities of music, to the nuances of phrasing, interpretation, and style—in brief, all of 
those elements which make musical performance an art as well as a skill” (pp. 6–7). 
From a praxial perspective, Elliott (1995) posited that music making was essentially 
singing or playing as “a matter of musical knowledge-in-action or musicianship” (p. 72).  
Praxial Criticism 
Elliott (1995) proposed a praxial philosophy of music education that is not 
without criticism. Here I briefly present the appraisals of some scholars who have 
criticized the praxial philosophy. Koopman (1998), Goble (2003), and Westerlund (2003) 
shared concern for Elliott’s (1995) narrow focus on the function of cognition in music 
education rather than the social and cultural contexts of music making. Goble (2003) also 
took exception with the Western ideal of emphasis on personal self-growth instead of a 
philosophy that was more inclusive of principles found in other cultures. 
Reimer (1996) stated that “a far more liberal, inclusive, and forward-looking 
version of praxialism and of music education would be needed than Elliott has provided” 
(p. 81). Like Regelski, Reimer contended that Elliott was concerned primarily with 
performance in such a way that it represented a species of music education 
fundamentalism, qualifying the praxial philosophy as “a deification of a historical value 
no longer able to satisfy all the musical/cultural needs of our times and how our times are 
quickly evolving” (p. 82). 
For the remainder of this section, I will address the following facets of 
musicianship that are common to the practice of high school choral programs: audiation, 
music literacy, and sight-singing. Lastly, I will explore aspects of the Comprehensive 
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Musicianship through Performance (CMP) that relate to my study.   
Audiation 
Gordon (2007b) defined audiation as “the process of assimilating and 
comprehending (not simply rehearsing) music we have just heard performed or have 
heard performed sometime in the past” (pp. 3–4). Additionally, Gordon posited that 
audiation occurs during the assimilation and comprehension of familiar or unfamiliar 
music that is read from notation, composed, or improvised: “We audiate actual sound 
only after we have aurally perceived it” (Gordon, 2007b, pp. 3–4). Students call upon 
their ability to audiate, for example, when negotiating melodic intervals during sight-
singing. This process might occur in the context of rehearsing new repertoire or simply as 
they are practicing sight-singing. Through audiation, students anticipate what they will 
hear when they rehearse unfamiliar music. As a student’s audiation capabilities improve, 
they become empowered to better discern and make conclusions regarding music. 
Music Literacy 
The acquisition of music literacy, that is the ability to decode musical notation 
(Wiggins, 2001), provides high school choral students the skills required for access to 
choral repertoire. Elliott (1995) posited that music literacy is not the same as 
musicianship, but that “it is only one part of the formal procedural dimensions of 
musicianship” (p. 61). Just as it is possible to picture school students learning to speak 
and listen to language before learning how to write sentences and read books, music 
students learn to listen to music and are taught songs by rote before learning how to write 
and read music notation (Gordon, 2007b). Reading and writing music notation is an 
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important first step toward music literacy and allows choral students the opportunity to 
become independent with certain traditions of choral repertoire.  
Wiggins (2001) suggested that many music teachers choose music literacy as the 
comprehensive educational goal. According to Wiggins (2001), reading notation is an 
aspect of musical literacy, but it does not encompass its entire meaning: 
Musical literacy is the ability to understand a wide variety of music as it occurs 
within a broad range of contexts. It means understanding the organization of 
music across time and place, the conventions and cultural characteristics of music, 
and its role in the lives of people. (p. 3) 
Feierabend (1997) asserted that true music literacy involves more than being able 
to identify the pitches on a staff. His research showed that there is a difference in being 
able to decipher or interpret music notation and being able to hear internally the sounds 
that the music notation represents. Music literacy is the “ability to hear what is seen and 
see what is heard” (Feierabend, n.d.). These skills involve the audiation of musical 
notation, writing musical notation, and realizing the notation in performance. Students 
with developed music literacy skills are empowered as independent musicians. As 
students further their musicianship through self-inquiry, they become empowered, and 
demonstrate student agency. Wiggins (2015) asserted that, “Music learning should enable 
learners to move towards a degree of independence and autonomy in music” (p. 39). 
Students with musicianship skill sufficient for independence are able to apply that 
knowledge and skill to a variety of contexts. 
Sight-Singing 
One of the activities in which high school choir students might engage is sight-
singing, which Darrow and Marsh (2006) define as “the ability to sing a piece of music 
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not seen before” (p. 21). Sight-singing has been a regular part of the training used in 
American schools since the late 18th century (Davenport, 1992; Demorest, 2001; Keene, 
1982; Mark & Gary, 2007). Choral students who have sight-singing abilities are able to 
contribute beneficially in rehearsal when their choirs begin new repertoire. This process, 
in turn, instills motivation and determination to continue to advance their individual 
sight-singing capabilities. Roe (1983) characterized sight-reading as one of the most 
important skills, enabling students to read the score with greater speed and 
comprehension. 
The National Standards for Arts Education (Consortium of National Arts 
Education Associations, 1994) included sight-singing as an expected aspect of music 
education. Several studies have indicated a lack of emphasis placed on sight-singing and 
musicianship in the choral rehearsal. Daniels (1988) noted that sight-reading is 
“frequently neglected in the field of choral music” (p. 22). Szabo (1992) observed no 
music reading instruction during the observations of 10 high school choral directors for 
one week each. Demorest (2001) posited that choral directors advocate sight-singing 
instruction, but “few devote significant rehearsal time to teaching it” (p. 1). When the 
difficulty of repertoire is at a much greater degree than student sight-reading ability, time 
spent in rehearsal on sight-singing instruction might seem irrelevant. Miller (1980) and 
Scott (1996) also stated that students are typically unable to sight-sing their performance 
repertoire.  
Dwiggins (1984) noted that the great emphasis placed on performance, especially 
with auditioned choirs is the most prevalent reason for the absence of sight-singing 
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instruction in the choral rehearsal. Although there is a general sense of credence given to 
the need for training choral students in sight-singing, choral directors may not be willing 
to devote the necessary rehearsal time in favor of time spent on repertoire. A look at the 
historical practices of music teachers that used sight-singing instruction provides a 
context through which comparisons can be made to current practices of high school 
choral directors. 
Historical perspectives. Brendell (1996) revealed inconsistencies in the extent 
choral directors include sight-singing instruction in their rehearsals. Despite this, teaching 
students to read music remains as an objective for high school choral directors. Henry 
(1999) acknowledged that music literacy has remained a constant goal of music education 
for more than 150 years. In the singing schools of the 19th century, singing masters had 
more instructional time, limited goals, and students who might have better attitudes and 
motivation toward singing: 
Differences in attitude and motivation may result partly from perceived usefulness 
of the skill of sight-singing to the students. Nineteenth-century singing school 
graduates could use their newly-acquired abilities as church choir members, 
somewhat prestigious positions since only those with some knowledge of music 
reading could join. They would have the honor of sitting in special “singers’ 
seats” usually located in the gallery, rather than in their parents’ pew. This 
provided some motivation to attain sight-singing skills. (Davenport, 1992, p. 97) 
 
Singing masters had limited goals beyond teaching students to read music and 
sing better. In this regard, the singing masters might have been at a distinct advantage in 
teaching sight-singing compared with modern music educators. Davenport (1992) 
acknowledged the differences between modern music teachers and singing masters of the 
19th century: 
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On the other hand, music educators today frequently have more complex lofty 
ambitions: to create an appropriate learning environment for children of all 
abilities, to promote the understanding of various musical concepts, and to foster 
the cognitive, affective, and psychomotor development of their students. (p. 93) 
 
Although there is nothing inherently wrong with rote learning, Phillips (1996) 
observed a dependence on rote imitation teaching when learning to sing: “When note 
reading is taught, it is often from a theoretical rather than a functional approach. Many 
vocal music students arrive in the high school chorus without the basic skills needed to 
sight-read accurately” (p. 32). It is no secret that United States choral directors 
experience a certain amount of pressure for performance preparation in order to meet the 
expectations of parents, the community, and school administrators. For this reason, it is 
easy to let this pressure dictate the amount of rehearsal time they dedicate to performance 
repertoire alone. Although rote music teaching does serve as a reasonable aspect of music 
education, it should not be a substitute for sight-singing. Choral students should be given 
the opportunity to sight-sing during the part-learning of repertoire. Holt (2008) stated that 
“sight-reading or some type of daily exercise to help develop audiation will build the type 
of musicianship needed to develop a truly outstanding choir” (p. 99). 
Sight-singing systems. Choral directors have at their disposal any number of 
systems for sight-singing that they could use with their students. Knowing that I would be 
observing the possible use of these systems, I have included a brief overview. Demorest 
(2001) posited that sight-singing can be categorized into two large systems for 
representing pitch: relative solmization or fixed solmization. The idea of establishing a 
tonal center is the central focus of a relative solmization system. Tonality and pitch 
relationships are also of primary concern. Movable do, for example, moves the do 
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syllable to the tonal center of a particular key. “In this way, the interval key relationships 
between scale steps (e.g. mi-sol) remain constant regardless of key” (Demorest, 2001, p. 
38). In fixed solmization systems, there is less dependence on scale context. A fixed 
solmization system that utilizes solfège syllables would always use do to represent the 
pitch C. “Modified or revised fixed ‘do’ uses different syllables like those used in 
movable ‘do’ to represent chromatic pitches, but each syllable refers to a specific 
chromatic pitch” (Demorest, 2001, p. 46). Other different sight-singing systems include 
the use of relative scale degree numbers, pitch letter names, and neutral syllables. 
McClung (2001) noted that research determining the effectiveness of various types of 
sight-singing systems was not definitive or persuasive, and “ultimately based on 
subjective personal preference” (p. 4). May (1993) reported that 82.3% of choral 
directors in Texas preferred moveable do as their sight-singing system. The types of 
systems utilized by the choral directors are germane to their possible pedagogies, as it is 
in direct relationship to the acquisition of musicianship by their students. Demorest 
(2004) conducted a web-based survey to determine that movable do was conceivably 
becoming the most popular choice among middle and high school choral directors, but 
that general consensus did not exist with regard to a system for rhythm reading or for 
sight-reading materials. 
Egbert (1990) explored the effectiveness of systematic rhythm reading instruction 
in comparison to rote practice of melodic sight-singing. Over a period of 22 sessions, the 
researcher instructed the experimental group in both melodic sight-singing and in rhythm 
reading. The control group received melodic sight-singing instruction and rehearsed 
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rhythms through rote practice only. The experimental group scored significantly better in 
the area of rhythm reading in post treatment assessments, demonstrating that rote practice 
in rhythm reading was less useful than a methodical approach.  
Floyd and Bradley (2006) investigated the instructional strategies used by 
secondary school choral directors on choirs that earned the highest possible ratings for 
sight-singing as part of the district performance assessment. Participants reported via 
survey that they used both method books and teacher-made materials for sight-singing 
instruction. On average, choral directors used 18% of their rehearsal time for sight-
singing instruction, and 75% of the participants reported using movable do. Additionally, 
79% of choral directors reported the use of individual sight-reading student assessments, 
and that sight-singing instruction improved music reading skills and intonation in their 
choirs. 
Sight-singing assessment. Darrow and Marsh (2006) examined the ability of 
middle-level choral students to both predict and evaluate their own sight-singing skills. 
Student participants predicted their ability to sight-sing five musical examples. After 
rating their predictions on a Likert-type scale of five degrees, the researchers tested each 
participant individually in their ability to accurately sight-sing the given musical 
examples. After sight-singing each example, participants rated their performances using 
the same scale as the predictions. The researchers’ findings indicated that the students 
were reasonably accurate in predicting their ability to sight-sing. The accuracy of the 
predictions increased with older students and students who participated in musical 
ensembles. Darrow and Marsh (2006) characterized the self-reporting as dependable and 
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useful and encourage the examination of this topic by music educators. Results indicated 
promise as to the ability for students to perceive their sight-singing ability before 
attempting a new musical example and after they had performed it. The relevance of this 
study, like that of Daniels (1986), demonstrated a measured reliability in student self-
assessment.  
Ear training. Decker and Kirk (1988) linked sight-singing with ear-training, 
which is typically connected to the ability of students to describe the music they are 
hearing. They outlined two important steps in the development of choral student sight-
singing and ear-training: 
• Ear training-sight singing experiences are most rewarding when they present 
exactly the appropriate degree of challenge. The goal must be attainable; 
singers need to experience success in their attempts to hear mentally and to 
translate notation into sound. 
• Ear training-sight singing challenges are most effective when they are 
presented in a frequently recurring pattern. Guidance in perceptual 
development and opportunities to read at sight should be part of every 
rehearsal. (p. 138) 
Implicit in these directions is the notion that choral directors need to choose the 
appropriate repertoire to provide a challenge that matches their students’ level of 
musicianship, and to address the frequency of time devoted to this training in every 
rehearsal. Elliott and Silverman (2015) also asserted the importance of teachers providing 
suitable opportunities for problem-solving to their students: “Dynamic musical practices 
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invite and demand the progressive matching of increasingly complex musical challenges 
with higher levels of musical understanding” (p. 377). 
Comprehensive Musicianship Through Performance 
Those who developed Comprehensive Musicianship through Performance (CMP), 
beginning with the initial gathering of music educators in 1977 at Lawrence University in 
Appleton, Wisconsin, sought to integrate the aspects of music that were most often 
presented as distinct subjects apart from performing ensembles (Sindberg, 2009). The 
music educators who advocated for the CMP movement were influenced, in part, by a 
four-day seminar in 1965 held at Northwestern University by the Contemporary Music 
Project (Mark & Gary, 2007).  
The developments of comprehensive musicianship are of significance to this 
study in that they provide opportunity for increased context to address many of the 
multiple components that constitute musicianship. There are also opportunities for 
teachers, and in the case of this study, choral directors, for a different approach to 
instruction. The traditional role of teacher changes to that of facilitator, and teacher-
centered rehearsals are abandoned in favor of student-centered rehearsals. Jones (2007) 
described a student-centered classroom as an environment that considers student needs 
and encourages participation in the learning process. Teachers who foster student-
centered learning manage instructional activities and function as facilitators or guides 
while participating in partnership with students. 
Linton (1967) characterized comprehensive musicianship as filling a void where 
“learning has too frequently taken place in a context of inferior literature and has seldom 
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extended beyond a rote process” (p. 8). Sponsored by the Music Educators National 
Conference (MENC), now the National Association for Music Education (NAfME), 
Boston University, the Theodore Presser Foundation, and the Berkshire Music Center, 
music educators addressed three domains of comprehensive musicianship at the 
Tanglewood Symposium of 1967: expanding repertoire, a focus on the learning of 
individual students, and the preparation of music educators. According to George and 
Schmid (2010), the Tanglewood Symposium “was a seminal event that challenged almost 
all of the basic tenets on which music education in the schools was based” (George & 
Schmid, 2010, p. 2).  
The group of music educators that gathered at Lawrence University in 1977 
founded the Wisconsin Comprehensive Musicianship through Performance Project 
(WCMPP), and examined the learning process within performing ensembles. Despite the 
performance abilities of the students in their state, it was the shared belief of this group 
that the students who participated in school band, chorus, and orchestra needed more 
broad experiences in music: “They envisioned a musical education with breadth and 
depth that was multi-faceted and would more fully engage students in the ensemble 
setting” (Sindberg, 2009, p. 25). 
In a comprehensive musicianship model, the emphasis is on the interdependence 
of both musical knowledge and performance. Teaching with a focus on comprehensive 
musicianship requires a balance of time and correlation of the multiple facets of 
musicianship and performance. The performance serves as a venue in which students 
develop an understanding of concepts. In particular, the Wisconsin CMP continued to 
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foster improvement in the quality of performance because of student-acquired insight. 
This was done by involving students in a variety of roles including performing, 
improvising, composing, transcribing, arranging, conducting, rehearsing, and visually and 
aurally analyzing music (Wisconsin Music Educators Association, n.d.).  
Gustafson-Hinds (2010) investigated the usefulness of implementing a CMP unit 
study in a high school band rehearsal. The researcher examined individual student 
performance, student engagement in rehearsal, and student response to CMP in a mixed-
methods study. The experimental group did not improve their individual musical 
performance to a greater degree than the control groups, but the results indicated that 
most of the band members enjoyed the comprehensive experience, and students perceived 
an increase in their personal musical comprehension. Data suggested that the band 
directors achieved student learning in three ways: (a) a focus on student-centered learning 
with the band director assuming the role of facilitator; (b) the band director’s self-
evaluations through reflection on long- and short-term goals, and the students’ self-
evaluations and reflections through journal entries; and (c) effective communication by 
the band director.  
A focus on student-centered learning relates directly to one of the purposes of the 
present study. The shift in instructional approach fostered the improvement of the 
musicianship of both the individual choral student and the entire chorus. Gustafson-Hinds 
(2010) noted the benefits of the comprehensive musicianship approach, benefits that not 
only reflect student understanding, but also develop musicianship skills: 
Despite the fact that some music educators feel that CMP takes away from 
achieving high levels of performance, this study suggests that CMP students are 
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not only able to master musical concepts, but also to improve their technical and 
skills of musicianship, individually and within the band setting. (p. iv) 
 
Sindberg (2007) examined the knowledge of teachers who employed a CMP 
model through a collective case study. In addition, Sindberg examined the means in 
which CMP fostered student learning in the ensemble setting. The analysis revealed three 
themes: (a) the teachers planned and used the study CMP model extensively to guide 
students’ musical experiences, (b) individual components of CMP combined during 
instruction, and (c) the transfer of knowledge from one piece to another was valued by 
teachers despite the fact that it did not always happen. Sindberg (2007) discovered four 
themes through a cross-case analysis: (a) students’ descriptions of the music exceeded 
mere technical considerations, revealing deeper insights; (b) students made connections 
between current repertoire and applications to other contexts; (c) with regard to teachers’ 
intentions, students were aware, unsure, or indifferent; and, (d) students described 
numerous aspects of learning music. Sindberg (2007) discovered differences between 
teachers’ intentions and how the students understood those intentions, divided into three 
categories “described as alignment, fuzzy alignment, and misalignment” (p. 25). 
Alignment was the result when students expressed the intended outcomes of their 
teachers. Fuzzy alignment referred to those instances when the students were unclear of 
their teachers intended outcomes. Misalignment result when the students expressed an 
outcome other than their teachers intended outcome or was not interested in the intention 
of the teacher. The more the student is involved in the instructional process, and the less 
that the teacher exerts control over the process, the greater the alignment. This can make 
the process very transparent for the student and thereby create interest in participation. 
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In another study, Stewart (2013) explored how CMP informed teaching practices 
within a high school band, and examined external factors and their impact on band 
directors’ planning. A cross-case analysis of band director data revealed five emergent 
themes: (a) planning, (b) alignment and misalignment of director beliefs regarding CMP, 
(c) directors’ attitude and perception toward external factors, (d) the implementation of 
student-centered instruction, and (e) the distinct descriptions of CMP by band directors. 
A cross-case analysis of student data revealed three themes: (a) the value of student-
centered instruction to students, (b) student enthusiasm to participate in composition, and 
(c) the impact of CMP on student learning. Stewart (2013) posited that external factors 
such as performance-based pay, supporting school-wide goals in reading and math, and 
decreased planning and instructional time because of state mandated testing affected band 
directors’ implementation of CMP. High school band directors who participated in the 
study indicated that the previous factors interfered with their ability to teach for musical 
understanding. These factors, along with pressures from the expectations of performance 
from administrators, parents, and the community hindered the CMP approach.  
CMP as an instructional model relates directly to the present study in that it 
provides a historical account and a practical approach to fostering musicianship with a 
focus on student-centered instruction. Choral directors following the CMP model adopt 
the role of facilitator in contrast to traditional teacher-centered instruction. Lastly, the 
CMP model emphasizes pedagogy through a focus on improving individual student 
musicianship and technical abilities. 
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Listening 
As part of musical understanding, Elliott and Silverman (2015) asserted that 
listening is both intimately connected with and mutually independent from musicing. In 
the choral rehearsal, for example, Elliott and Silverman cautioned that directors should 
not cease activity to lecture about technique, theory, or history while playing recordings 
for students. Instead, Elliott and Silverman (2015) suggested that during choral rehearsals 
and other kinds of music making directors should take short breaks to ask their students 
about all things related to the students’ musicing. By doing this, directors foster the 
ability for students to reflect. Elliott (1995) also advocated that 
music listening ought to be taught and learned in classroom situations that music 
teachers deliberately design to approximate authentic musical practices . . . the 
name for this kind of teaching-learning situation is curriculum-as-practicum. A 
music curriculum based on authentic music making serves to contextualize and 
situate listenership and its component knowings. (pp. 101–102) 
 
Elliott and Silverman (2015) advocated for the use of constructivist teaching-
learning strategies as a means of encouraging students to become reflective music makers 
and listeners. Included among these strategies are specific types, designed specifically to 
develop the listening skills of students: the ensemble critique, the practice journal, and 
the listening log. Choral students can use the ensemble critique to list both criticisms and 
suggestions about their own personal progress and the progress of the entire choir. Elliott 
and Silverman (2015) cautioned against a tendency to use critiques with a narrow scope 
“as guides to musical problem reduction (e.g., pitch error detection) rather than musical 
problem finding and problem solving” (p. 439). Used appropriately, directors should 
design ensemble critiques to impart problems with performance and musical 
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interpretation across all of the applicable dimensions of the repertoire, including design, 
musical expressions of emotion, and musical representations. Continued use of ensemble 
critiques help foster a shift of reflective thinking from directors to their students. 
Students can use practice journals to record personal plans, reflections, and goals 
in order to share with other students and their director. Elliott and Silverman (2015) 
shared that the format of the journal “need not be limited to words; it may also include 
audio tapes, video tapes, practice plans, score analyses, drafts of compositions, new 
media productions, and so on” (p. 439).  
Lastly, students complete a listening log as a means to assess their own personal 
growth in musicianship and listenership. By listening to recordings of the repertoire they 
are rehearsing and performing in choir, students learn to listen, as Elliott and Silverman 
(2015) described, both inside and outside the music they are studying. Students might 
also choose to include other pertinent information or content as it relates to the rehearsal 
and performance repertoire they are learning. Directors who use all three listening 
strategies can assist their students in collecting a wealth of data that proves growth in 
musical thinking and knowing. 
In terms of the high school choral music setting, Elliott (1995) suggested the 
importance of listening by indicating that 
music listening is a complex form of thinking that can be taught and learned. 
Students [who participate in high school chorus] can achieve competent, 
proficient, and expert levels of music listening. But teaching and learning this 
kind of thinking effectively requires that its development be embedded in efforts 
to develop musicianship through choral performance, improvising, composing, 
arranging, and conducting. (p. 106) 
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Music Methodologies and the Acquisition of Musicianship 
Many high school choral directors aspire to teach students how to sing and how to 
read music notation, but there are recognizable differences in what choral directors want 
students to acquire and what students are actually acquiring. Developments in systems 
designed to address student acquisition of musicianship can be traced through the efforts 
of significant figures in music education. Their efforts include possible instructional 
approaches that high school choral directors might utilize with their students as a means 
of musicianship instruction. My purpose in this section is not to present an exhaustive 
account of all known methodologies, but rather to address the work of music educators 
that, in my experience, have designed systems of instruction that are used by high school 
choral directors. I will explore the contributions of the following figures in music 
education: Kodály (1974), Glover (1835) and Curwen (1835), Feierabend (2001, n.d.), 
and Gordon (1980, 2007b). Of these, Feierabend’s Conversational Solfège (2001) might 
be considered a methodology utilized exclusively in the teaching of younger students, 
however the instructional design provides high school directors an approach that blends 
both tonic sol-fa and Gordon’s MLT (1980, 2007b). I will examine how each figure 
addresses the learning of pitch and rhythm, and how they incorporate the use of syllables.   
Kodály 
Concerned that life in Hungary was becoming less musical moving into the 20th 
century, Zoltan Kodály sought to address the situation by creating a pedagogical system 
to stimulate musicality in school students. Kodály advocated that music education in 
Hungary should train everyone to be musically literate and to foster a love of singing 
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(Mark & Gary, 2007, p. 439). In an effort to improve his country’s musical life, Kodály’s 
focus on school children was critical to his pedagogy. Kodály (1974) stressed that 
if the child is not filled at least once by the life-giving stream of music during the 
most susceptible period—between his sixth and sixteenth years—it will hardly be 
of any use to him later on. Often a single experience will open the young soul to 
music for a whole lifetime. The experience cannot be left to chance; it is the duty 
of the school to provide it. (p. 120) 
 
Kodály identified a range of years that includes years spent in high school, 
stressing the importance of music education during this time of youth. He defined music 
literacy as a principal ability necessary to foster musical independence. A large focus of 
his pedagogy centered on the skill of sight-singing. Hiney (2012) asserted that Kodály 
utilized the sol-fa syllables and hand signs developed by John Curwen and also 
incorporated other systems “such as the kinaesthetic experiences associated with the 
Dalcroze system” (p. 26) 
In terms of rhythm, Kodály programs use unique syllables or mnemonics to 
represent rhythmic values. Gordon (2004) explained that the mnemonic ta represents the 
quarter note and ti-ti represents paired eighth notes, continuing in a similar fashion to 
represent rudimentary rhythms. However, the use of mnemonics does not designate the 
location of a sound within the beat. Demorest (2001) posited that the advantage to using 
rhythm syllables such as those used in Kodály’s approach assisted in students’ abilities to 
recognize patterns. In contrast, those teachers who criticize the use of rhythm syllables 
claim that syllables “simply add another layer of complexity to music reading” 
(Demorest, 2001, p. 51). 
Hiney (2012) studied the use of the Kodály concept of music education with 
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singers in an adult amateur choir, investigating the benefits of adapting teaching 
methodologies. The investigator sought to determine if the rehearsal techniques improved 
musical literacy, aural perception, intonation, and rhythmic accuracy. Hiney used 
Kodály-influenced rehearsal techniques, which included moveable do and the use of 
relative sol-fa, the use of mnemonics for rhythmic values, the use of hand signs for pitch 
and rhythm, and systematic training in intervallic and rhythmic patterns. During choral 
rehearsals, participants sang and clapped canons, played improvisation games, took aural 
dictation, and joined in kinesthetic activities as a means to develop musicianship through 
varied activities. The researcher utilized a series of assessments such as self-evaluations, 
questionnaires, and objective sight-reading and dictation assessments to collect data. 
Hiney determined that the use of Kodály concepts in rehearsals had a positive effect on 
intonation, rhythmic accuracy, and the development of musical literacy. Participants 
shared that the rehearsal techniques had a beneficial impact on learning new repertoire, as 
well as improvements in their sight-singing abilities. Hiney (2012) concluded that use of 
techniques based on Kodály’s concepts were beneficial to adult amateur choirs, asserting 
that instruction based on the principles of Kodály improved performance as well as the 
ability to sing more difficult music: 
Consequently, these rehearsal techniques can improve the standard of 
performance achieved by adult amateur choirs in addition to allowing them to 
perform more challenging repertoire, whilst also proving to be a viable way in 
which to provide community musical education for adults. (p. 6) 
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Glover and Curwen 
Sarah Ann Glover developed her teaching method using German canons, hymn 
tunes, and folk songs (Waterhouse, 2009). Her primary teaching tool was the Norwich 
sol-fa ladder, a visual aid for practicing the use of sol-fa and basic modulations. Upper 
case initials represented the sol-fa names: D, R, M, F, S, L, T. Glover chose to use Te in 
place of Si to represent the seventh scale degree to eliminate confusion with the fifth 
scale degree, sol or S (Waterhouse, 2002). In contrast to traditional stave notation, Glover 
espoused her system as an improved means to read music: “The tendency of these 
improvements is… to lead the pupil to sing better in tune, sooner at sight, and to imbibe 
more correct notions of the theory of music” (Glover, 1835, pp. 17–18). She listed 
advantages of the sol-fa system, including (a) it required no key signatures, clefs, or 
ledger lines; (b) it uses syllables that promote good intonation; (c) it characterizes each 
interval within a key; (d) it demonstrates the relationship between keys when a 
modulation occurs; (e) it allows for easy transpositions; and (f) it defines rhythm with 
precision (Waterhouse, 2002). In terms of rhythm, Glover crafted a system of well-
spaced notes and beats indicated by punctuation marks. A vertical line represented the 
first beat and dots represented subsequent beats. Waterhouse (2002) assessed Glover’s 
method for rhythm reading: 
This simple system worked well with the rhythmically regular repertoire it was 
designed for. In addition, pupils always beat time together, tapping beat 1 on a 
wooden book-rest, and marking subsequent beats lightly on the arm. It may well 
be this technique, which defined rhythm more clearly, as she claimed, rather than 
the rhythm notation itself. (p. 4) 
 
An adaptation of an absolute-pitch system stood in contrast to the tonic sol-fa 
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system introduced by Curwen (Demorest, 2001). The absolute-pitch system substituted 
letter names in place of the sol-fa practice that was well established. Curwen’s version of 
Glover’s system of teaching (Demorest, 2001) included a complete sol-fa scale that 
provided a means to easily sing in any key; tonic sol-fa used the idea of relative pitch. 
Bennett (1984) suggested, though, that Curwen simply represented the work of Glover 
for his own. Despite borrowing and refashioning Glover’s pedagogical techniques, 
Curwen did create and introduce new features. He designated the key by indicating the 
fixed-pitch letter name as do (Waterhouse, 2002, p. 7). Perhaps the most significant of 
these features is the sol-fa hand signs. Curwen also adopted Glover’s Norwich sol-fa 
ladder, and re-named it the Modulator. Waterhouse (2002) noted that “it became a 
standard feature of primary classroom walls in schools up and down the country, and 
remained a key component of the Curwen Method until after 1950” (Waterhouse, 2002, 
p. 8). 
In the Galin-Paris-Chevé (1835) system, rhythm syllables are based on 
combinations of the functions of the beat, note values, and the position of each note 
within a measure. Vowel sounds indicate the beats and consonant sounds indicate the 
sequence. Curwen adapted the Galin-Paris-Chevé system to the English language 
(Gordon, 1980). He used punctuation marks such as dots, strokes, colons, and commas 
positioned under the note heads to indicate rhythm. 
Demorest (2001) acknowledged some criticism the use of hand signs because they 
add another level of complexity to the sight-reading process, but suggested that it is 
nevertheless 
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interesting to consider the possible role of hand movement in response to pitch as 
a means of building musical understanding. It certainly seems to be true for 
instrumentalists, especially pianists, who can often be seen fingering while they 
sight-sing or take dictation. (pp. 42–43) 
 
Demorest (2001) suggested that the use of hand signs for singers might be an effective 
way to provide a sight-reading advantage previously observed in pianists. McClung 
(2008) measured the effectiveness of Curwen hand signs as a way to improve sight-
singing. Out of a perfect score of 16, the students who used hand signs had a mean score 
of 10.37, and that students who did not use hand signs scored 10.84. McClung (2008) 
discovered no significant differences between singers who used hand signs and those that 
did. The lack of a significant difference may be, in part, due to the nature of the 
participants in the study: McClung (2008) selected high school choral students who 
already had extensive training in solfège syllables and Curwen hand signs. The researcher 
applied the treatments in these studies to all student participants without regard for 
individual differences from one student learner to the next. I included the potential use of 
hand signs on a checklist of items to look for during my observations for the purpose of 
determining if the choral directors I observed used this kinesthetic strategy as a tool to 
develop student musicianship through sight-singing. 
Feierabend 
Although the Feierabend method is much newer than the previous three, the 
publisher has extensively marketed to the music education profession; therefore, it is 
highly likely that high school choral directors are familiar with some of the principles of 
this approach. John Feierabend (2001) developed conversational solfege, a composite 
method of music literacy instruction for students in grades one through eight. 
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Conversational solfege represents combined elements of Kodály’s pedagogy and 
Gordon’s MLT, and progresses through 12 stages, adhering to the “sound before sight” 
philosophy. Students begin with rote learning, progress to reading notation, and complete 
the last stage by composing their own original music into notation. 
Peek (2007) completed a comparison of the methodology of Kodály with 
Feierabend’s conversational solfege. The philosophies and goals of both systems are 
similar, with emphasis given to singing in the classroom. Peek (2007) noted a difference 
in the order that solfège syllables and rhythmic meters are introduced between the two 
methods. Whereas Kodály’s method first introduces solfège syllables sol and mi, 
conversational solfege begins with do, re, and mi. This difference is due to the types of 
folksongs the methods were based on: Hungarian folksongs for Kodály and American 
folksongs for Feierabend. Peek (2007) cited Feierabend with choosing do, re, and mi 
because of the prominence of the resting tone in American music (p. 10). Rhythmic 
meters from the different folk music of Hungary and America account for the differences 
in their introduction. Kodály began with simple duple and Feierabend started with both 
compound duple and simple duple (p. 11). As part of developing the method, music 
educators tested conversational solfege in public school systems and utilized feedback 
from students and teachers for improvement. Peek (2007) asserted that instructors use 
conversational solfege in music classrooms with success, and that Feierabend’s 
conversational solfege workshops are available to teachers. 
Holmes (2009) investigated the effect of solfège instruction on the development 
of sight-singing skills in 7- and 8-year-old children. The researcher used two methods of 
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solfège instruction: Feierabend’s conversational solfege for the movable-do approach, 
and Russian solfège textbooks for the fixed-do approach. The approach with 
conversational solfege is to develop the ear before music reading skills, and to move 
toward the development of skills that would enable students to hear, comprehend, read, 
compose, and improvise. This approach leads to a goal of empowering musicianship and 
fostering autonomy. Despite higher gains in sight-singing achievement from the 
movable-do solfège group, Holmes (2009) asserted that “no system can explicitly be 
regarded as the most effective approach in teaching sight-singing to 7- and 8-year-old 
children” (p. 117). Holmes (2009) suggested that effective sight-singing pedagogy might 
be due more to school context and the previous musical experience of both the students 
and the teachers: “In other words, the process and the teacher appear to be more 
influential than the tool (sight-singing pedagogical approach)” (p. 117). The researcher 
approached solfège instruction in the study based on insight from the praxial philosophy 
of musicianship: “Musicianship develops only through active music making in curricular 
situations that teachers deliberately design to approximate the salient conditions of 
genuine musical practices. The name I give to this kind of teaching-learning environment 
is curriculum-as-practicum” (p. 72). High school choral directors might also exert 
similar influence by taking into account the musical experiences of their students both in 
and outside of the classroom in order to help develop musicianship (Holmes, 2009). 
Gordon 
Teachers can use the principles of Gordon’s (1980, 2007b) instructional method 
to equip students systematically with musicianship skills. MLT progresses through 
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hierarchical levels of learning, starting with aural knowledge and communication and 
culminating with both generalization and creativity, and provides a means to 
conceptualize student acquisition of musicianship. Central to Gordon’s theory is the 
concept of audiation, or the ability to think about and understand music in the mind.  
Gordon (2007a) organized MLT into two large levels: discrimination and 
inference. Under discrimination, the five skills of MLT are (a) aural/oral, (b) verbal 
association, (c) partial synthesis, (d) symbolic association, and (e) composite synthesis. 
The most elementary level of discriminative learning is aural/oral. It is the required 
readiness to progress through all of the steps in the sequence. Students develop listening 
(aural) and performing (oral) vocabularies. Next in the sequence is verbal association 
where tonal solfège with tonal patterns and rhythmic solfège with rhythmic patterns are 
learned. Partial synthesis has two functions: an awareness of tonal syllables within and 
among tonal and rhythm patterns, and the audiation of tonal and rhythm patterns in the 
series. Gordon (2004) asserted that the use of movable do solfège with la-based minor 
offers one of the most effective tonal systems. In symbolic association, “students are 
taught to read and write familiar tonal patterns and rhythm patterns in familiar tonalities 
and meters audiated and labeled at the aural/oral, verbal association, and partial synthesis 
levels of learning” (Gordon, 2007a, pp. 101–102).  
Gordon (1980) proposed a system of rhythm syllables based on the writings of 
McHose and Tibbs (1957), which combined the benefit of beat-based counting with some 
suggestion of the function of meter. Demorest (2001) acknowledged that Gordon 
“originally used numbers to represent beats, like McHose and Tibbs, but later switched to 
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the syllable ‘du’ to represent the macrobeats and other syllables to represent subdivisions 
of the beat” (p. 50).  
At the highest level of discrimination learning, composite synthesis, students learn 
to audiate tonality or meter while reading and writing tonal or rhythmic notation. Under 
inference, the three skills of MLT are: (a) generalization, (b) creativity/improvisation, and 
(c) theoretical understanding. The generalization skill in inference learning has three 
sublevels: aural/oral, verbal, and symbolic.   
At the generalization—aural/oral level of inference learning, students determine 
whether two sets of unfamiliar patterns sound the same or different. At the 
generalization—verbal level of inference learning, students learn to make 
judgments about tonality through musical context by audiating groups of rhythm 
patterns. At the reading sublevel of generalization—symbolic learning, students 
are expected to read without assistance one or more of a mix of familiar and 
unfamiliar tonal patterns or familiar and unfamiliar rhythm patterns and to 
identify tonality and meter they are audiating as they read. (Gordon, 2007a, p. 
104) 
 
Within the creativity/improvisation skill, a distinction exists between creativity 
and imitation, and improvisation and memorization. Within theoretical understanding, 
instructors can finally use verbal explanations of notation with a student’s developed 
skills in listening, performing, reading, and writing. MLT addresses audiation, a 
sequential system of music learning, and musical aptitude. 
Belmondo (1986) studied the effectiveness of two different methods of tonal-
music-reading instruction for high school choral students. Using methods based on 
Gordon’s MLT, the researcher divided students into low and high aptitude groups. The 
researcher found no significant differences between the low and high aptitude students in 
the experimental group when tested on familiar major and minor tonal patterns. 
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Belmondo (1986) discovered significant differences between the low and high aptitude 
students in the control group when tested on unfamiliar tonal patterns. 
Instructional Practices 
Student-Centered Rehearsals 
Collmer (2012) explored a variety of constructivist principles in the high school 
choral rehearsal in an effort to identify strategies that supported musical learning and 
constructivism in a large ensemble. Collmer drew upon two sources of constructivist 
principles. Brooks and Brooks (1999) offered five encompassing principles of 
constructivist learning: (a) teachers seek and value their students’ point of view, (b) 
classroom activities challenge students’ suppositions, (d) teachers build lessons around 
primary concepts and “big ideas,” and (e) teachers assess student learning in the context 
of daily teaching. Fosnot (2005) advocated general instructional principles based on 
constructivism: (a) learning is not the result of development (learning is development), 
(b) disequilibrium facilitates learning, (c) reflective abstraction is the driving force of 
learning, and (d) dialogue within a community engenders further thinking. 
Participants rehearsed using student-centered learning strategies with 
collaborative student and teacher roles. Collmer (2012) had the participants utilize the 
following strategies in rehearsal: Students used a Hoberman Sphere to practice ensemble 
breath and dynamics, solfège syllables and Curwen hand signs to rehearse scales and 
patterns, self-evaluation recordings of their singing, and sectional rehearsals; and 
adjudicators gave feedback and suggestion to student performances. Journals were used 
to log reflections regarding musical understanding and skill development for the 
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ensemble and individuals, and the results revealed that music learning and collaborative 
teaching and learning roles were supported when students engaged in self-evaluation, 
goal-setting, and leadership. Collmer (2012) offered one caveat: “However, in order to 
successfully transition from a teacher directed learning environment to one that is student 
centered requires careful attention to building skills that support independent thinking 
and collaboration” (p. ii). 
Holsberg (2009) asserted that school band has traditionally been a setting where 
teacher-centered instruction of large ensembles places its main instructional emphasis on 
performance. Student-centered, constructivist pedagogical approaches are very effective, 
but they do require a commitment of time in both their planning and execution.  
Resistance to add more activities or a new approach to instruction might give 
greater insight into choral music educators’ actual goals for their programs and students, 
which, according to Strand (2003), “seem to be (a) to develop performing ensembles that 
win competitions, (b) to develop strong vocal skills, and (c) to put on a host of 
performances that make choral programs visible in the school and community” (p. 43). 
High school choral directors often experience the dilemma or paradox (Freer, 2011) of 
focusing their instructional efforts toward a specific performance or concert, as opposed 
to teaching towards a student’s broader understandings that are relevant to multiple 
situations. Although there is an inclusion of the areas of performance, composition, and 
listening in curricula, choral music education places great emphasis and time in favor of 
performance over pedagogy. The preoccupation with performance has a long-standing 
tradition in music education. Walker (2007) described this tradition: “The commitment to 
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performance runs very deep in the United States school system with its envious tradition 
of performance in various bands and choirs forming the content of class music lessons” 
(p. 132).  
In contrast, by using student-centered rehearsals, the conductor creates an 
environment that allows for the possibility of increased opportunities in all facets of 
performance preparation. According to Freer and Raines (2005), multidimensional 
rehearsals would include a diverse array of exercises “and groupings, higher levels of 
singer interaction and autonomy, and less emphasis on total conformity at all times” (p. 
72).  Student-centered rehearsals do not relinquish the responsibility of the choral director 
to make artistic decisions. Bruner (1996) implied that learning “is best when it is 
participatory, proactive, communal, collaborative, and given over to constructing 
meanings rather than receiving them” (p. 84). 
Choral directors who place students at the center of all of their efforts with regard 
to planning and instruction create more meaningful opportunities for students to build and 
develop their musicianship. Abrahams and John (2015) created a list of characteristics 
and best practices of good teachers that conveys the positive influence of student-
centered instruction on how students gain skill in musicianship. Choral directors who 
recognize the varied experiences and perceptions that students already have, help create a 
starting point or connection to new learning. Abrahams and John (2015) expanded on this 
idea of connecting with students: 
Good teachers utilize the deep and sophisticated relationship that students have 
with music inside and outside of school as a starting point for dialogue, 
collaboration, and learning. By ascertaining and using students’ interests, existing 
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expertise, and personal goals, good teachers design their learning activities to 
build upon their students strengths. (p. 11) 
 
As students become more empowered and take ownership over their own 
musicianship, learning without the presence of a director, they develop critical thinking 
skills that foster an understanding of the application of musicianship to a greater number 
of contexts. Abrahams and John (2015) acknowledged that information becomes 
meaningful through coconstructed knowledge built by both students and teachers in 
learning environments that are student-centered, and through this process, “learning 
becomes lasting and transformative” (p. 12). Not all students learn, perceive, and process 
information in the same ways, and choral directors who recognize the importance of 
planning varied activities to meet student needs will facilitate student success. Abrahams 
and John (2015) posited that established repertoire or cultures of art do not restrict good 
musicianship teaching in a high school chorus: “Rather than limiting the scope of music 
education to Western, formal, or classical music, good music teachers empower students 
to build upon their current interactions with music to explore new skills, concepts, genres, 
and relationships through music” (p. 17). 
Abrahams et al. (2011) suggested “that the purpose of music education is to 
empower students’ musicianship” (p. 2). During the empowerment process, a 
transformation occurs for both the teacher and students. Moving away from traditional 
teacher-centered classrooms, students and teachers share power. The shift moves from a 
teacher-lecture form of instruction to one of collaboration and sharing. Teachers no 
longer deposit knowledge to students; they value and consider student knowledge. 
Lecture changes to conversation, and not just conversation between teacher and student. 
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Collaboration signifies conversations and learning occurring between students. Jaffurs 
(2004) described this as a change from information shared in a linear manner, to 
information shared in an arbitrary and comprehensive method as a spontaneous learning 
process.  
Mans (2009) suggested that informal learning was important to the development 
of musical knowledge and skills. Collaboration, cooperation, and conversation are not 
words we would use to describe the instructional practice of a traditional, large ensemble 
high school choir. Mans (2009) defined a core element of informal learning as problem 
solving, “seeking solutions to everyday difficulties, often in social situations” (p. 81). 
This idea is seen as the first of several key principles of critical pedagogy: “Education is 
a conversation where students and their teachers pose problems and solve problems 
together” (p. 81). As both students and teachers transform through critical pedagogy, they 
attain a level of conscientization. Abrahams (2005) described conscientization, as “they 
know what they know.” “When this type of transformation happens, and self-knowledge 
results in a moment of ‘Aha!’ – a feeling of revelation – one may claim that music 
learning has occurred” (Abrahams, 2005, p. 8).  
Choral directors who seek to empower musicianship in their students through this 
approach engage their students in problem solving in an area that is meaningful to the 
student. Both the director and the student reflect on the problem solving process. The 
choral director relates the experience with the musical concept by creating connections 
from outside the classroom or from other disciplines. As the director presents a particular 
concept, the students assemble what is needed to solve the musical problem. The director 
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then creates opportunities for the students to rehearse the concept before encouraging 
students to discover other solutions or other ways to apply the concept. Again, the 
students and the director reflect together and assess what they have accomplished. Lastly, 
students demonstrate what they have learned through performance. 
Cognitive Apprenticeship 
Collins (2006b) posited that the updated concept of cognitive apprenticeship 
focused concentration on two specific issues. The first issue was the designation of the 
term apprenticeship (Brown, Collins, & Duguid, 1989) as an explanation of the 
instructional activities used by professionals to accomplish compound jobs. “Like 
traditional apprenticeship, cognitive apprenticeship emphasizes that knowledge must be 
used in solving real-world problems” (Collins, 2006b, p. 49). The twofold emphasis on 
professional instructional activities and situated learning are reflective of both traditional 
apprenticeship and cognitive apprenticeship. The second issue was the use of the term 
cognitive (Collins, Brown, & Newman, 1989) to affirm cognitive skills and activities as 
opposed to physical skills and activities. Teachers needed to make internal thought 
processes externally visible for students by changing the learning environment before 
they could apply the activities of apprenticeship to cognitive activities. Collins (2006b) 
explained that “cognitive apprenticeship is designed to bring these cognitive processes 
into the open, where students can observe, enact, and practice them” (p. 48). 
Elliott and Silverman (2015) advocated a set of teaching-learning strategies built 
on the research of Collins et al. (1989). They considered these strategies important to 
helping students solve musical problems. Two of the strategies designated by Elliott and 
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Silverman (2015) relate to the concept of cognitive apprenticeship: modeling and 
coaching. The strategy of modeling “refers to the expressive carrying out of musical 
thinking-in-action so that students can observe, listen for, and build the practical concepts 
they need to think musically themselves” (p. 433). Coaching “begins by diagnosing and 
assessing the processes and products of students’ musical thinking. It then proceeds by 
offering hints, reminders, models, or new problems designed to direct students’ attention 
to important musical details” (pp. 433–434). In a learning environment, students are 
apprentices. Through the process of coaching, students receive constructive criticism as 
they learn how to continually develop their musicianship through progressively more 
difficult musical problem solving. Elliott and Silverman (2015) cautioned against and 
described the outcome of learning environments where teachers control all musical 
problem solving:  
Many school music programs fail to qualify as reflective musical practicums 
because they treat students as passive audiences rather than reflective musical 
practitioners. A music class in which the “ensemble director” finds, solves, and 
reduces all musical problems himself or herself is not a reflective practicum. 
Welcoming students into musical praxes involves teaching students to think 
critically, independently, and creatively. Students need opportunities to assume 
multiple roles or stances (performer, coach, critical listener, advisor, composer) 
while solving motivating musical problems. (p. 442) 
 
Strand (2003) advocated a student-centered focus with an approach to rehearsal 
pedagogy influenced by the cognitive apprenticeship model. In this approach, choral 
directors include students in their own decision-making processes, thereby fostering the 
ability for students to interpret music independently. Strand also readily acknowledged 
two practical difficulties in adopting the cognitive apprenticeship approach to rehearsal. 
The first difficulty is the recurring theme of time, which researchers echoed throughout 
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the literature. Moving from conductor-centered rehearsals toward student-centered 
rehearsals will require more time. According to Strand (2003), explaining how choral 
directors make decisions about repertoire, interpret music, and have preferences for a 
particular tone for a specific song can be overwhelming. 
The second difficulty in the cognitive apprenticeship model is in the sharing of 
the decision-making processes. Sometimes choral directors make decisions without 
thought for the process. Directors make these decisions in the moment or in an 
unconscious manner. As directors develop in their own musicianship, they become more 
adept at relying upon instinct to make specific musical decisions. It would then become 
difficult to effectively share those instincts, gained through experience, with students in 
the cognitive apprenticeship approach.  
Abrahams and Abrahams (2015) described a traditional apprenticeship in which 
the student gains skills in a one-on-one relationship with a mentor in order to join a 
community of practice. The traditional model is “teacher-centered and grounded in 
behaviourist practices where power rests with the mentor as the one in control of the 
apprentice” (p. 2). Until they achieve a standard of proficiency, apprentices are dependent 
on masters. Abrahams and Abrahams (2015) posited that teachers accomplish instruction 
when students engage in observation, imitation, and practice until they gain access to the 
community of practice. There are three models of apprenticeship according to Abrahams 
and Abrahams (2015): traditional, cognitive, and sociotransformative.  
Context is key to understanding cognitive apprenticeship. Abrahams and 
Abrahams (2015) posited a distinction for cognitive apprenticeship in that mentors 
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demonstrate skills “within a contextually situated experience” (p. 9). In a high school 
chorus, the choral director (expert) or a student with higher-level musicianship skills (old 
timer) mentors the apprentice (newcomer) as a means to help them move from the 
periphery toward full participation (Lave & Wenger, 1991). Inherent in this model is how 
the apprentice functions as a member of the community of practice. The last model, 
sociotransformative apprenticeship, involves the perception of a perpetual change as the 
student discovers “how the acquired skill, knowledge, or understanding is situated 
beyond the community of practice and in a broader context of the world” (Abrahams & 
Abrahams, 2015, p. 13). Context or a relevant situation is a required backdrop for 
learning in the sociotransformative model, and is strikingly similar to situated learning. 
Abrahams and Abrahams (2015) posited that the student’s discovery confirms 
self-constructed meaning and conscientization, allowing for application beyond the 
confines of the community of practice. Because the choral student learns content 
knowledge and skill in musicianship in context, application of newly acquired 
musicianship is not limited to a particular situation, but rather applicable to all future 
situations. Situated within the context of classroom interactions of “mentor with 
apprentice and apprentice with mentor” (Abrahams & Abrahams, 2015, p. 544), four 
components occur in sociotransformative apprenticeship: (a) dialogic conversation, (b) 
authentic activity, (c) metacognition, and (d) reflexivity. These four components describe 
the function and practice of the community of choral singers at work advancing both 
individual and collective musicianship. The chorus relies on discourse among its 
participants and learning in context. Students are aware of their own thought processes 
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and the circular causes and effects of their actions.  
Abrahams and Abrahams (2015) discovered that “children and their teachers are 
most changed when mentors apply instructional strategies from the literature on 
reciprocal teaching and align instruction to each students’ learning style” (p. 552). 
Reciprocal teaching is used to solve problems, where students are given the opportunity 
to help each other to determine solutions. The members of the chorus solve musical 
problems collaboratively, as the director welcomes student participation in the process. 
Teachers (mentors) must understand the preferred learning styles of their students, and 
adjust their instruction to meet those individual learning styles. Abrahams and Abrahams 
(2015) posited a transformation from powerless to empowered for students who 
participate in a sociotransformative apprenticeship model as they “master musical skills 
and become musicians and life-long musical people” (p. 552). Choral directors foster the 
sociotransformative approach, abandoning teacher-centered instructional styles in favor 
of a student-centered approach, resulting in more active student participation in 
rehearsals.  
In practice, choral directors who frame their instruction using the 
sociotransformative apprenticeship model define themselves as mentors working together 
with student apprentices within a high school chorus that functions as a community of 
practice (Wenger, 1998). In order to most effectively develop and empower student 
musicianship, the choral director addresses each individual student’s learning style 
(imaginative, analytic, common sense, and dynamic) in order to best interact with their 
students. The director also designs the necessary scaffolding to support student 
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apprentices and involve them in the process of reciprocal teaching through predicting, 
questioning, clarifying, and summarizing. Engaging students in dialogic conversation 
during rehearsal activities, the director critiques students as they rehearse and apply their 
musicianship.  
Dialogic conversation is one of four components of the sociotransformative 
apprenticeship model. The other three components of the model are authentic activity, 
metacognition, and reflexivity. Abrahams and Abrahams (2015) asserted that all four 
components take “place through the natural social interaction of mentor with apprentice 
and apprentice with mentor in groups inside the classroom” (p. 544). Directors using this 
model develop opportunities for choral students to sing within a social context with 
scaffolding provided by individual students and groups of students within the choir. 
These types of opportunities transform learning from the conceptual to the tangible 
through authentic activities. As students become more and more empowered and directly 
involved in developing their musicianship on their own, metacognition becomes evident 
through the gradual fading of director scaffolding. Lastly, when students demonstrate the 
reflexive relationship between what they have learned in terms of musicianship from their 
director and the value of that musicianship as it is applied within their community and 
beyond. 
Assuming the role of mentor, choral directors would witness their students 
engaging in problem solving without teacher assistance, increasing peer interaction 
within the community, and in turn, building and empowering musicianship. 
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Scaffolding 
Teachers might offer support or assistance to students during instruction in the 
form of scaffolding. Freer (2009) defined scaffolding as assistance offered by teachers 
when musical problems require a somewhat higher skill level than the current level of the 
students. Wiggins (2001) asserted that providing scaffolding is the primary role of a 
teacher, empowering students to function in the zone of proximal development (ZPD), 
culminating in the attainment of increased awareness and capability in music. Vygotsky 
(1978) conceived a theory of cognitive development that he called the zone of proximal 
development, and defined it as the distance between the most difficult task a child can 
accomplish without help and the most difficult task a child can do with help. Wiggins 
(2015) stated that scaffolding “encompasses all the decisions that inform and frame the 
relationship between teacher and learner and among learners, and the nature of those 
decisions” (p. 17). Wiggins (2001) advocated for using scaffolding to assist students with 
musical passages that were too difficult and said that teachers should temper scaffolding 
with encouragement for students to perform those passages that they are capable of 
managing. 
In addition to teachers designing scaffolds, there are benefits of musical 
independence when students provide scaffolding for their peers. Wiggins (2001) 
identified an increased capacity and knowledge of musicianship as a benefit of peer 
scaffolding: 
They need to model what it is to be a musician and to know how to use their own 
musicianship to mediate learning by providing scaffolding that will enable 
students to grow in their musical competence and understanding. Students must 
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also have opportunities to provide scaffolding and support for one another as they 
work together to learn. (p. 268) 
 
In the process of scaffolding, choral directors decide what elements of 
musicianship to include and the instructional strategies with which to address those 
elements, such as choosing to involve students directly in musical problem solving. Some 
directors may choose to begin with a large concept of a particular work and then address 
the many detailed elements that make up the whole. Others may choose to begin with the 
details such as balance, diction, dynamics, interpretation, intonation, and rhythm 
separately and work toward a conceptual whole (Sandborg, 2001). Blair (2009) suggested 
that the teacher still coordinates and plans the classroom musical experience, but that the 
teacher does not need to direct every activity all the time: 
The teacher must step back and no longer be the center of the musical experience, 
responsible for all the thinking and doing and musical decision-making. Rather, 
the teacher encourages students to lead the decision-making process so the focus 
of classroom instruction shifts from what the teacher will do to what the students 
will figure out. (p. 44) 
 
Students acting as co-creators and active learners are engaged in experiences that 
demand musical thinking and musical problem solving. Blair (2009) clarified informed 
doing in which students are “at the center of the action, interacting with the music in 
ways that result in doing that informs their thinking and, reciprocally, with thinking that 
informs their doing” (p. 43). This stands in contrast to student responses that consist of 
offering information the teacher previously shared. Instead, informed doing brings about 
a change, where musically empowered students have a vested ownership in the 
instructional process, and thus are more motivated and confident in advancing their 
musicianship. As choral directors relinquish direct control over the learning process, their 
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students will develop in musicianship through problem solving, interactions with their 
peers, and engagement in music making.  
Continuing to build on the research of Collins et al. (1989), Elliott and Silverman 
(2015) also advocated the teaching-learning strategies of scaffolding and fading. They 
described scaffolding as “supporting students in various ways as they move forward in 
their efforts to find and solve problems themselves” (p. 434). Teachers use many types of 
supports to assist students including verbal suggestions, models, and special equipment. 
As students begin to take more ownership in identifying and solving musical problems, 
teachers gradually begin to remove supports. Elliott and Silverman (2015) described 
fading as “the gradual removal of supports until students are able to solve problems on 
their own” (p. 434). 
Additional Teaching Strategies 
In addition to apprenticeship and scaffolding, Elliott and Silverman (2015) 
suggested additional constructivist teaching strategies (Collins et al., 1989) to support the 
praxial philosophy of music education: articulation, comparative reflection, and 
exploration. Using the strategy of articulation assists students in supervising or reflecting 
on the procedures a teacher uses to identify and solve musical problems. Elliott and 
Silverman (2015) further characterized the strategy: “Articulation (or verbal reflection) is 
an important strategy for developing supervisory musical knowledge. It includes any 
means of helping students express their personal approaches to musical problem solving, 
including words, diagrams, analogies and models” (pp. 434–435). Comparative reflection 
derives from both articulation and reflection. Students reflect and analyze differences that 
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accentuate the thinking and listening of more proficient and advanced students. Elliott 
and Silverman (2015) posited “that the educational reflecting on one’s musical actions 
can be boosted by ‘replaying’ examples of musical thinking in various ways” (p. 435). 
The last strategy, exploration, occurs as teachers gradually begin to fade supports and 
assist students to explore possible decisions. This strategy creates an opportunity for 
students to move toward independent musicianship. “If students are to become critical 
and creative musical thinkers, they must be coached toward exploring, generating, and 
selecting musical problems and solutions themselves” (Elliott & Silverman, 2015, p. 
435). 
Choral Rehearsals 
A choral director directly influences the teaching of musicianship through the 
pedagogical approach they choose to employ. The following is a review of rehearsal 
planning, performance vs. pedagogy, and choral director behaviors. 
Rehearsal Planning 
In Chapter 1, I referenced a rehearsal-planning model advocated by Abrahams 
and John (2015) that addressed four psychological constructs in order to foster the 
development of musicianship: musical imagination, musical intellect, musical creativity, 
and musical performance. According to their model, conductors should create a long-
term plan for each selection and work on different areas of the repertoire plan during 
every rehearsal. Through listening and constant formative assessment, conductors address 
musical problems as they occur. Per Abrahams and John (2015), choral directors should 
not plan activities that include group vocal instruction or teaching pitches and rhythms; 
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rather, they advocate for voice lessons outside of the rehearsal and that students “learn 
their notes and rhythms on their own and bring that knowledge to the rehearsal” (p. 106). 
Directors plan for the varied instructional needs of their students by including the use of a 
kinesthetic modality and cooperative learning strategies, while setting a goal for each 
student to build independent musicianship. According to this model, in rehearsal, 
directors should focus on a musical concept their students can achieve through problem 
solving. Students should not learn isolated pitches without rhythm and other elements 
such as dynamics and phrasing. Directors should plan rehearsals that encourage reflection 
in order to “help ensemble members transfer what they learn in one context and apply it 
to a new and different context instead of imitating back or learning by rote” (Abrahams & 
John, 2015, p. 108). Directors should plan rehearsals that use a comprehensive 
musicianship approach, combining musical skills, historical context, and musical 
analysis. 
Abrahams and John (2015) recommended a rehearsal plan that includes three 
broad sections. The first section includes four types of objectives: behavioral, cognitive, 
experiential, and constructivist. The second section includes three types of ensemble 
skills: technical, musical concepts, and skills that empower musicianship. The last section 
addresses the artistic processes of creating, performing, responding, and connecting. 
Students achieve the artistic processes via learning activities in which they partner, 
present, personalize, and perform. By learning notes during personal home-practice, 
sectional rehearsals, or recordings, students partner as part of the learning process. 
Utilizing components of reciprocal teaching, students present as they construct meaning 
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from what they are learning.  
Students personalize in rehearsal in two ways: The first manner occurs as students 
become familiar with repertoire through individual practice outside of the ensemble 
rehearsal. Secondly, personalization “evolves organically within the ensemble where the 
ensemble transforms from a collection of individuals to a unified single identity” 
(Abrahams & John, 2015, p. 113). The last part of a director’s rehearsal plan is the 
culminating activity in which students perform and have opportunity for both assessment 
and reflection. Teachers continually conduct formative assessments of rehearsals through 
listening, correcting, and evaluating. Summative assessments occur in various forms such 
as the analysis of recordings, an evaluation of student reflections, or a performance. 
Abrahams and John (2015) stressed the importance of rehearsal planning as a means to 
empower student musicianship:  
Music teachers and ensemble conductors would be well-served to remember that 
it is the nurturing of musicianship through engagement with the various artistic 
processes that is the goal, and not the rote mastery of content that students do not 
see valuable. (p. 118) 
 
I entered the rehearsal spaces of the three choral directors in the course of this 
study and explored their pedagogy using the Abrahams and John (2015) rehearsal 
template as a guide to identify how each director nurtured the development of 
musicianship for their students. 
Performance Versus Pedagogy 
Performance alone, and even performance of exceptional artistic quality, does not 
foster independent musicianship in students. This is especially true where instructional 
technique is limited to rote learning. Performance and pedagogy are not mutually 
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exclusive even though their purposes differ. Freer (2011) characterized performance as an 
authentic reconstruction and choral music pedagogy as the construction of knowledge 
and skills that enable performance “at ever-increasing levels of sophistication, nuance, 
and manipulation” (p. 71). Pedagogy enhances the natural singing ability of students that 
allow them to experience the performance of repertoire at a higher level of artistry. The 
singing of repertoire demonstrates both performance and pedagogy, while each maintains 
different purposes. “In this sense, performance by a focus on repertoire while pedagogy is 
fundamentally guided by a focus on learners” (Freer, 2011, p. 71). 
During my visits to each choral director and their respective programs, I made 
note to include an account of the rehearsal time devoted to musicianship instruction. 
Rehearsal time presents an issue for choral directors with regard to the inclusion of 
musicianship instruction, and in particular, sight-singing instruction. Davenport (1992) 
asserted that, unlike the larger lengths of time enjoyed by 19th-century singing masters, 
contemporary music educators have much less time in which to address musicianship. 
Demorest (2001) noted that despite advocacy by choral directors for literacy-based 
pedagogy, “few devote significant rehearsal time to teaching it” (p. 2). My experience as 
a choral director has enabled me to identify this irony where directors give little time or 
attention to musicianship in favor of time spent on performance repertoire. If limited 
rehearsal time is an issue that prevents the inclusion of pedagogy for some choral 
directors, then those choral directors fail to recognize that the development of student 
musicianship could potentially decrease the amount of time spent learning repertoire. 
Fashun (2012) asserted that instructional time will be wasted if music teachers “do not 
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allow the students to learn and discover how to expressively play based on their current 
level of musicianship and consequently develop their ability to make informed musical 
decisions” (p. 53), because instruction will have to be repeated. High school choral 
students with better musicianship skills may actually be able to learn music faster. 
Brendell (1996) examined the time from the tardy bell until the choir began to 
rehearse the first selection in high school choral rehearsals at 33 public schools in the 
United States to better understand how choral directors managed rehearsal time. An 
analysis of the percentage of student off-task behavior indicated that almost 30% of the 
time was devoted to vocal warm-ups and sight-singing, and the majority of off-task 
behavior occurred during moments when less engagement was required. Brendell 
attributed the high percentage of time given to sight-singing to the preparations for choral 
festivals with a required sight-singing component. May (1993) investigated the amount of 
time spent in sight-singing activities in choral rehearsal. Although most of the choral 
directors who were participants followed a philosophy of music literacy, very little time 
was spent on sight-singing relative to the entire rehearsal. 
Choral director behaviors 
Morgan (1992) studied a choral director’s behaviors and the students’ perceptions 
using ethnographic techniques. Interviews included the teacher and 50 of the 72 students 
in the choir. There were 50 observations of choral rehearsals. The perceptions of the 
students were very similar to the philosophy and rehearsal priorities of the choral 
director. Morgan (1992) concluded that choral directors exert enormous power and 
influence over the music values of students, student self-perceptions, and student 
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perceptions of other students. The ethnographic techniques used in this study were 
valuable for describing rehearsal processes and student and teacher perspectives as 
participants in music education. The use of observation as a means to provide thick 
description is one of the same types of data collection I employed the present study. The 
ways in which choral directors exert influence over their students are particularly useful 
to my study, as it relates to the types of instruction used to teach musicianship.  
Tyson (1988) analyzed the verbal behaviors of master choral directors. Results 
indicated that the most frequent verbal instructional functions were giving directions, 
vocalizing with students, giving explanations, and positive modeling. The verbal 
behaviors suggested that students desired to know how to solve musical performance 
problems and that those problems were eventually corrected. Tyson (1988) noted that the 
choral directors did not offer solutions nor did they identify specific problems. The 
findings of this study directly relate to the present study, specifically through the process 
of problem solving. The master choral directors Tyson examined did take control of the 
rehearsal, but instead elicited the knowledge, musicianship, of the choral students to 
identify and solve the problems they encountered during rehearsal.  
Assessment 
Assessment provides data, feedback, and evidence of both instruction and 
learning outcomes. Assessment for high school choral directors is rooted in the 
cognizance of how learning takes place for the students in their choirs. Choral directors 
can use the information that results from assessment to improve instruction and improve 
the development of student musicianship by adjusting their pedagogical approach. Elliott 
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and Silverman (2015) contended that the seven types of MTK must be present when 
delivering instruction of either musicianship or listenership; therefore, I sought to 
discover how choral directors focused their assessments of students in order to support 
the MTKs. In addition to formative and summative assessments, another type of 
assessment, integrative assessment, “connects, completes, and conjoins formative and 
summative assessments” (Abrahams & John, 2015, p. 67). In this chapter, I reviewed 
numerous studies where researchers assessed students with regard to sight-singing ability. 
From a constructivist perspective, assessment should be student-centered, including both 
student and teacher collaboratively in the process. Abrahams and John (2015) proposed 
that students and teachers consult together to determine what, when, and how assessment 
takes place. Choral directors increase the meaning and value of assessment by including 
students in the evaluation process in conjunction with teacher assessments of ensemble 
and individual student musicianship.  
Directors who regularly employ individual student assessment in the choral 
classroom focus the rehearsal on student-centered learning. Garrett (2013) noted that “a 
music education learning environment provides infinite opportunities for the 
development of critical learning skills, measurable through performance assessment, 
written assessment, and direct behavioral observation” (p. 305). Keeping students at the 
center of instruction in a high school choral rehearsal might not be the norm in all 
situations, as Henry (2015) commented that “more often than not, instructional planning 
in the choral classroom is driven by what needs to be accomplished in the score, not in 
the student” (p. 3). Choral directors who want to develop the independent musicianship 
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of their students should consider engaging in student-centered instruction and rehearsals 
informed by assessment and focused on the outcomes of individual students. 
Standards and objectives 
Music educators have applied assessment in an effort to establish music learning 
by evaluating students through the achievement of specific instructional goals, objectives, 
or standards (Radocy, 1995). Choral directors choose instructional objectives as a means 
to describe what students will be able to understand and actively experience through their 
musicianship. Objectives serve as a means to define the purpose behind instruction. 
Clarifying the need for objectives, Abrahams and John (2015) offered, “As the main 
ingredient in meaningful assessments in music, objectives are the pillars that support 
rubrics to measure student growth and provide feedback” (p. 30). 
 Lehman (2000) posited that the adoption of national music education standards 
served as the impetus for creating the necessity of high quality music assessment. The 
participants in a study by Kotora (2005) were inclined to choose assessments based on 
personal preference as opposed to local, state, or national standards. According to the 
National Standards for Music Education (Consortium of National Arts Education 
Associations, 1994), the ability to read and notate music was an essential goal for 
students at all levels of learning. The 2014 Core Music Standards, posted on the NafME 
website, were developed through the National Coalition for Core Arts Standards 
("National Association for Core Arts Standards," 2014). Students, and their teachers, who 
meet these benchmarks might possibly achieve a standard level of musicianship. The 
standards list three artistic processes: (a) creating, (b) performing, and (c) responding. 
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NAfME advocates for choral directors to engage their students in these artistic processes 
through student-centered instruction and other constructivist strategies. Abrahams and 
John (2015) defined the artistic processes: 
To conceive and develop new artistic ideas and work (Creating); to realize artistic 
ideas and work through interpretation and presentation (Performing); 
understanding and evaluating how the arts convey meaning (Responding); and 
coming to perceive ways the arts link to their lives (Connecting). (p. 46) 
 
Informal 
Perhaps one of the assessment strengths of choral directors is the ability to 
informally assess. Because the rehearsal process is a continuing cycle of instruction, 
listening, and response, choral directors are accustomed to providing feedback with some 
frequency to their ensembles. Henry (2015) posited that the cycle of rehearsal and the 
cycle of assessment are nearly synonymous. Directors rarely document informal 
assessments and, if shared, these most often occur as direction or feedback from the 
choral director to the choir. Informal assessments by choral directors are important as a 
means of instruction. Henry (2015) even suggested that the process of informal 
assessment provides an example for students to model in their own self-evaluations. 
Grading and assessment 
The issue of assessment is included in each of the research questions for this 
dissertation. Assessment is often linked to grades and choral directors traditionally have 
assessed student achievement by assigning grades based on participation in rehearsal and 
attendance at concerts (Detwiler, 1995; Scott, 1998). Russell and Austin (2010) reported 
that secondary music teachers determined grades by the two most common criteria: 
attendance and attitude. Comparing these with middle school music teachers’ grading 
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practices, Russell and Austin (2010) noted that high school teachers placed more weight 
on attendance “perhaps because of a grater number of scheduled performance events” (p. 
50). Researchers have concluded that many music teachers, both instrumental and choral, 
placed emphasis on nonachievement criteria in both assessment and grading practices 
(Kotora, 2005; McCoy, 1988; Simanton, 2000). McMillan (2001) noted a difference in 
the practice of grading among secondary teachers, with teachers of the arts placing 
emphasis on attendance, participation, and effort as opposed to teachers of English, 
science, math, and history. Fiocca (1986) studied exemplary junior high and middle 
school choral directors, and recognized that directors utilized large amounts of time 
outside of the regular school day for both rehearsals and performances. The choral 
directors in that study took account of both student attitude and attendance at rehearsals 
and concerts as the basis for determining student grades. 
Challenges 
Do high school choral directors feel adequately prepared to conduct meaningful 
assessments of their students? Kotora (2005) conducted a study in order to identify 
assessment strategies employed by choral music teachers and taught by choral methods 
professors. Two-thirds of the high school choral directors in Kotora’s study felt that their 
undergraduate methods courses did not prepare them to assess students. In turn, Kotora 
(2005) discovered that just 27% of the choral directors expressed being either very well 
prepared or somewhat prepared to conduct assessments of their students. Participants also 
acknowledged a perceived lack of time as a challenge that hindered their ability to assess 
students. From this perspective, choral directors who conduct individual student 
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assessments sacrifice rehearsal time. Even assessments that take place outside of the 
school day or assessments that are recorded require choral directors to spend time 
administering assessments or listening and assessing recordings. Another issue Kotora 
(2005) was “balancing time for individualized assessment with the preparation needed for 
concerts” (p. 75). Directors not only need to know to assess students, but also what tools 
to employ. Henry (2015) suggested, “Because choral educators must create their own 
locally relevant assessment tools and procedures, an understanding of considerations for 
constructing assessments is also necessary” (p. 20). Music teachers, especially directors 
of performing ensembles, often have large numbers of students in single classes and in 
the overall program. Choral directors reported difficulty with class management in 
attempting assessments with sizeable ensembles (Kotora, 2005). 
Self-evaluation 
Choral directors can employ a variety of means to evaluate their students, but 
Henry (2015) noted that the responsibility for assessment can be shared with the students. 
Students can complete self-evaluations of both their individual ability and the 
achievement of the ensemble. These types of activities can lead to discussions among 
students and the choral director, an instructional benefit that promotes student 
engagement (Abrahams & John, 2015; Crochet & Green, 2012; Goolsby, 1999). The use 
of student self-evaluations of performances, as suggested by Goolsby, encourages the 
development of critical listening and evaluation skills. Crochet and Green posited that the 
information gathered as a result of self-evaluation is beneficial not only for promoting 
dialogue, but also helps to advance future instruction. Lastly, Abrahams and John 
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recognized the benefits of collaboration between student and teacher and the reciprocal 
teaching that can occur when students are engaged in self-evaluation.  
Adjudication 
Adjudicators evaluate group choral performances using a measurement system of 
ratings and rubrics. Choral directors and the students in high school choirs participate in 
adjudicated performances where judges provide feedback as to the achievement of the 
choir in relation to specified criteria. The evaluation forms used for ensemble 
performance assessments typically consist of a rubric or a rating scale in which to 
measure different categories. The categories generally fall under two main headings: 
musicianship and technique. Under the musicianship heading, the categories include: 
expression, style, interpretation, phrasing, dynamics, and communication. Categories 
under the technique heading typically include: articulation, diction, intonation, breath 
control, tone, rhythmic accuracy, balance, and blend. 
Whole-group versus individual 
The very nature of the instruction employed by high school choral directors 
implies a preoccupation with group outcomes in contrast to the development of individual 
students. Choral directors cannot determine the success and achievement of the students 
in the choirs based the success and achievement of the ensemble. Demorest (1998) 
recognized the contrast between assessment of the whole-group versus the individual 
student: “Group success does not appear to be related to individual achievement; 
however, it is individual achievement that must concern the teacher,” (p. 6). 
Understandably, high school choral directors prepare their students for ensemble 
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performances, and therefore directors are instinctively preoccupied with the ensemble as 
a whole. Directors’ preoccupation with the ensemble might possible influence their 
assessment choices. For example, Daniels (1988) noted that directors rarely evaluate the 
individual achievement of their students to determine the effectiveness of their own 
approaches. Henry and Demorest (1994) examined choirs that persistently received high 
ratings for group sight-reading at performance contests and noted that the individual 
students in the choirs were not as successful in their sight-reading abilities. In a similar 
fashion, Broomhead (2001) discovered no relation between the expressive and technical 
achievement of the ensemble and the achievement of the individual student. If choral 
directors limit their assessments to those that measure group outcomes only, the feedback 
that is collected will likely not indicate how each of the students in the choir is 
progressing. Although assessment of the ensemble has the potential to provide beneficial 
data to assist the choral director in improving the performance of the choir, whole-group 
assessment “cannot provide a systematic measure of individual student progress” 
(Crochet & Green, 2012, p. 50). Choral directors who pursue a plan of individual student 
assessment to improve the musicianship of each of their students will, in turn, improve 
the overall musicianship of the ensemble. None of the studies in this section addressed 
assessment in terms of the conditions that Elliott and Silverman (2015) asserted must be 
present in the instruction of musicianship or listenership—specifically the seven types of 
MTK present in the praxial philosophy. 
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Summary 
In the literature for this study, I have included a review of musicianship, listening, 
music methodologies and the acquisition of musicianship, instructional practices, choral 
rehearsals, grading and assessment. I have also included descriptive studies of choral 
music that utilized qualitative methodologies and data collection from sources such as 
interviews and observations. Demorest (1998) posited the need for more descriptive 
research that relies on methods other than self-reporting: “Existing surveys have given us 
a picture of practice that should now be investigated through observational research” (p. 
11). Examples of in-depth studies of choral music included: reflections by choral 
directors (Butke, 2006), behaviors of choral directors (Morgan, 1992; Tyson, 1988), 
processes of outstanding high school choirs (Rolsten, 2011), a case study of a choral 
director (Sweet, 2008), and the observation of facial expressions as related to aesthetic 
response (Wedington-Clark, 1999). Of the studies reviewed, none specifically examined 
the discovery of examples of musical understanding beyond the acquisition of verbal 
knowledge as a means to foster and develop musicianship.  
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CHAPTER III 
METHODOLOGY 
Case studies consist of an exploration of a single phenomenon that occurs within 
natural boundaries (Merriam, 1998; Stake, 1995). I considered each site as a single case, 
and concurred with Yin’s (2014) belief: The case study methodology is advantageous 
because case studies “contribute to our knowledge of individual, group, organizational, 
social, political, and related phenomena” (p. 4). In Chapter 4, I present each case 
individually and then in Chapter 5 I analyze the cases in adherence with a multiple-case 
methodology, seeking replication. As Herriott and Firestone (1983) suggested, the 
evidence presented in multiple cases often provides a more robust study.  
I used a multiple-case study design (Yin, 2003, 2014) informed by elements of 
portraiture (Lawrence-Lightfoot, 1983; Lawrence-Lightfoot & Davis, 1997) to reveal 
individual voices, experiences, and perspectives, while discovering convergent themes 
that explain correlations between all participants. I followed this methodology, and 
sought insight about each individual participant and site, looking for similarities among 
all participants and sites. Although my voice is certainly present, I wanted to honor the 
choral directors in my study by accurately conveying their words, experiences, and 
perspectives. Time, context, and my personal knowledge of musicianship pedagogy in the 
high school chorus bounded the study. 
In a multiple-case study (Yin, 2003, 2014), the researcher seeks an awareness of 
similarities and differences among participants or sites. The researcher selects cases in a 
multiple-case study based on the likelihood that similarities or differences exist, although 
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Yin (2003, 2014) posited that researchers may determine cases using a predictable factor 
that could influence the results.  
In examining the writing skills of students, Lipstein and Renninger (2007) made 
the following distinction between case study and portraiture: “Unlike case studies, which 
single out a particular student and can be idiosyncratic, portraiture draws on 
commonalities across a group of students, providing validation for all reported 
characteristics” (p. 119). From this distinction, I noticed a similarity between a multiple-
case study and portraiture, in that the researcher seeks commonality across a group, and 
the focus is not on any single case. My use of elements of portraiture will be 
complementary to the multiple-case study methodology, as past research (Holder & 
Downey, 2008; Makwinja-Morara, 2009; Moore, 2011; Wilson, 2009) has made evident.  
Holder and Downey (2008) described and compared documented examples of 
student learning with narratives from field experience. The researchers employed a 
hybrid portraiture–instrumental case study design, examining artifacts created by the 
participants, instead of aligning with participant observations in naturalistic settings. 
Holder and Downey (2008) identified a limitation of this methodology: They did not 
entirely develop complete portraits of the participants.  
Makwinja-Morara (2009) used case study and portraiture methods to examine the 
experiences, perceptions, and role of education in the lives of female secondary school 
dropouts from Botswana. She chose these methods for their capacity to manage feelings 
that were qualitatively significant but perhaps statistically insignificant. A feature of the 
case study design was the use of various methods of data collection. Similar to my study, 
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data were gathered from interviews, observations, and documents. Makwinja-Morara 
(2009) acknowledged that the case study method helped to convey deeper understandings 
and emerging trends. Portraiture assisted in describing participant experiences from their 
perspectives and the perspective of the researcher, and in this way was comparable to the 
design utilized in my study. 
Exploring the experiences of preservice teachers who participated in a music-
integrated literacy methods course, Moore (2011) represented each participant as a single 
case and drew upon portraiture to enhance the descriptive detail. By using portraiture, 
Moore (2011) created insight into each case by articulating a personal understanding of 
events. The voices of the participants combined with the voice and perspective of the 
researcher presented a lucid view of their shared experience. Moore presented an 
awareness of individual experiences and a clarification of the similarities within the 
larger group. Moore contended that the focus on the individual participant and the entire 
group of participants was consistent with other research that combined case study and 
portraiture methods. This assertion was also evident in my study, as I focused on the 
musicianship pedagogy of individual high school choral directors and the similarities of 
all three directors. 
In order to understand the lived experiences of the dancers and to integrate 
information into each dancer’s understanding of their bodies and dancing, Wilson (2009) 
utilized multiple-case methodology to study undergraduate and graduate level dancers at 
a university. Data collection included interviews, observations, class projects, and 
journals. Wilson treated each case separately but interrelated them in order to understand 
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aspects of each population. She used grounded theory methodology to analyze and 
synthesize data from each individual case study. Using portraiture methodology, she 
developed narratives of the data in order to reveal the human experience. Wilson (2009) 
concluded that the study was effective at portraying the participants’ experiences. 
Rationale for Portraiture to Inform the Methodology 
I used elements of portraiture (Lawrence-Lightfoot, 1983; Lawrence-Lightfoot & 
Davis, 1997) to inform the multiple-case study methodology for this dissertation 
primarily as a means to present data in Chapter 4. I also used portraiture to help me 
account for my personal assumptions, expectations, and beliefs. Lawrence-Lightfoot and 
Davis (1997) explained that the framework is also the result of a portraitist’s past 
experiences and their working knowledge of investigations in similar settings: “It also 
resonates with echoes of the researcher’s autobiographical journey – those aspects of her 
own familial, cultural developmental, and educational background that she can relate 
(either consciously or unconsciously) to the intellectual themes of the work” (Lawrence-
Lightfoot & Davis, 1997, p. 185).  
When entering the field, portraitists bring with them a distinct conceptual 
framework and research questions, even though portraitists expect, and even invite, 
adjustments to their methods and plan that are better suited to the conditions of the setting 
and people they intend to explore and examine. As recommended by Lawrence-Lightfoot 
and Davis (1997), I developed and constructed my procedures and conceptual framework 
before I entered the field and started collecting data, but I was prepared to modify and 
adapt depending on what I encountered in each setting. I identified personal perspectives 
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that shaped my view by incorporating portraiture methodology and understanding my 
role as a researcher.  
Lawrence-Lightfoot (1983) posited that portrayals of actors in their settings 
should be “relatively unencumbered by theoretical frames or rigid perspectives” (p. 9). It 
was my intent to be completely transparent and forthcoming with my own perspectives, 
influences of past experiences, and the literature reviewed for this study. As a music 
educator and a musician, I possessed a detailed understanding of music as a teacher of 
students and as a performer. I regularly called upon my skills in music literacy and 
musicianship in both teacher and performer capacities, and I was comfortable with choral 
rehearsals in many settings; however, the majority of my experiences occurred in high 
school choir rooms. I also had a passion for focusing on the development of student 
musicianship, especially observing my students grow and develop in their level of 
musicianship.  
Portraiture is not without criticism. As the primary research methodology, 
portraitists present the findings, or portrait, as a finished story, without giving access to 
the collected data to the readers of the portraits. Therefore, the story I created is the only 
one offered to the reader; it ignores the possibility that many truths might exist instead of, 
or in addition to, the one I discovered. English (2000) noted this perceived problem: 
The claim that the reader of portraiture can construct his/her own interpretation 
from “thick descriptions” ignores the complete dependency of the reader on a 
finished product from which there can be no independent access to information 
and alternative explanations. (p. 21) 
 
The sole version of the truth I created through my portraits could potentially forge a 
disparity of power between the researcher and the reader, and between the researcher and 
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participant. English (2000) argued that meanings or identities for the portraitist might be 
concealed in the attempt to listen for the story, and that the method does not question 
those hidden assumptions. I acknowledged that the potential for alternative outcomes was 
plausible, and that the portraits I created were not definitive explanations of the stories of 
each participant. 
In this study, I used elements of portraiture to enhance and inform the multiple 
case methodology, and in so doing adhered to Lawrence-Lightfoot and Davis (1997) five 
specific elements of portraiture: (a) context, (b) voice, (c) relationship, (d) emergent 
themes, and (e) the aesthetic whole.  
Context provides a setting that gives reference to people and their actions:   
The portraitist, then, believes that human experience has meaning in a particular 
social, cultural, and historical context—a context where relationships are real, 
where the actors are familiar with the setting, where activity has purpose, where 
nothing is contrived (except for the somewhat intrusive presence of the 
researcher). (Lawrence-Lightfoot & Davis, 1997, p. 43) 
 
The reader of the portraiture narratives in this study will not be able to ignore the 
presence of my own experiences and perspectives. Lawrence-Lightfoot and Davis (1997) 
posited that the researcher’s voice permeates the study “in the assumptions, 
preoccupations, and framework she brings to the inquiry; in the question she asks; in the 
data she gathers; in the choice of stories she tells; in the language, cadence, and rhythm of 
her narrative” (p. 85). During the interviews, I asked questions and probed to elicit 
responses. I recorded and transcribed the responses and presented them to each 
participant for member checks. I accomplished the observations in like fashion. The focus 
remained on the actions and words of the participants and their students. It was important 
to me to demonstrate the utmost care and respect for these fellow choral directors who 
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trusted me and granted me access to their lives, their classrooms, and their practice. I was 
privy to both their successes and their struggles.  
In order to construct the portraits, I developed personal relationships with the 
participants of my study. Lawrence-Lightfoot and Davis (1997) posited that relationships 
serve as the vehicle, “that access is sought and given, connections made, contracts of 
reciprocity and responsibility (both formal and informal) developed, trust built, intimacy 
negotiated, data collected, and knowing constructed” (p. 135). The relationships I forged 
initially began before the start of this study, during our past experiences as professional 
acquaintances. Each relationship I forged continued to emerge during the course of time 
we spent together as researcher and participant: three 90-minute interviews, three school 
days of observations and casual conversations, and follow-up interviews. The 
relationships were influential to the data I collected, especially in terms of evoking honest 
and candid discourse. 
I sought emergent themes from the process of data collection and analysis. Just as 
a painter may paint the same or similar subjects in a series of related individual paintings, 
I present each portrait as a separate picture. Rather than combine the three subjects into 
one group picture, I decided to treat them separately in order to capture them in their own 
environment at a particular moment in time. While each subject is the same, in that they 
are high school choral directors, presenting them separately highlights their individuality 
and uniqueness. They differ in age, gender, and experience. Then, as an art critic might 
do, I use a cross-case analysis technique (Bresler & Stake, 2006) to deduce common 
themes that emerged. The five modes of synthesis, convergence, and contrast helped me 
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identify and develop themes in order to shape and form each portrait: (a) listening for 
repetitive refrains, (b) listening for resonant metaphors, (c) listening for themes expressed 
through cultural and institutional ritual, (d) triangulating data from a variety of sources, 
and (e) constructing themes and revealing “patterns among perspectives that are often 
experienced as contrasting and dissonant by the actors” (Lawrence-Lightfoot & Davis, 
1997, p. 193). In some situations, themes were not apparent as shared by all three choral 
directors; instead, the themes emerged because of a divergent view. I addressed and 
accounted for the perspectives that were dissonant from the consensus. 
The formation of an aesthetic whole occurs when the researcher considers the first 
four modes in terms of the big picture. Lawrence-Lightfoot and Davis (1997) refered to 
this as the aesthetic whole, where “we come face to face with the tensions inherent in 
blending art and science, analysis and narrative, description and interpretation, structure 
and texture” (p. 243). Combining the elements of portraiture allowed me to present a rich 
narrative with potential for deeper understandings and connections. 
The Role of the Researcher 
As a practicing choral music educator, I had an insider’s view of what happens in 
a choral rehearsal and first-hand knowledge of the metaphors used in that community. 
With 25 years experience working with high school choral students, I brought an 
individual perspective of both the student acquisition of musicianship and the practice of 
teaching musicianship. I believed that musicianship instruction including music literacy, 
sight-singing, and artistry must be included as part of a high school choral program, and I 
accepted and recognized that my students’ growth in musicianship was not solely 
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dependent on my instruction, but that development in musicianship was also related to 
my students experiences outside of the choral classroom.  
This practical perspective, combined with the literature I reviewed throughout the 
study, formed my initial organizational structure, but I had to be careful that my 
perspective did not prevent me from limiting interpretations. I knew that in order to 
discover a dominant emergent theme I had to remain open to all possibilities. Lawrence-
Lightfoot and Davis (1997) referred to this dominant emergent theme as “the repetitive 
refrain,” which “reveals itself in many forms, through diverse voices, in a variety of 
settings” (p. 248). I remained open to all of the emerging themes as I listened for the 
story, including those that were unexpected. 
Population and Sampling 
Creswell (2008) posited that qualitative researchers should use purposeful 
sampling in order to actively include the experiences of participants who are most able to 
provide information related to the phenomenon. The researcher selects individuals in 
purposive sampling (Orcher, 2005) based on specific characteristics that could make 
them excellent sources of information. The participants for my study included three high 
school choral directors. I would characterize each of these directors as professional 
acquaintances. My contact with each of them before the start of this study was limited to 
interactions with them at regional and state choral concerts, workshops, and conferences. 
Before the study, I had heard each of the high school choirs that the three choral directors 
conduct. In each case, their high school choirs had demonstrated high levels of 
musicianship in similar ways through both performance and individual student 
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achievement.  
Steve’s choirs consistently received high ratings at adjudicated performance 
assessments. Individual students participated annually in different honors choirs: 
Typically, eight students sang each year in the all-state choir, and 40 students sang in the 
regional choir. I had attended concerts and had heard Steve’s choirs perform. According 
to my assessment, his choirs were well prepared and sang expressively. Phillip directed a 
high school choral program that included students selected by audition to attend a fine 
arts school. His advanced choirs performed several times at both state music education 
conventions and state ACDA conferences. Phillip’s choirs travelled annually on 
performance trips nationally and abroad. Students from his high school choral program 
participated in the state honor choirs, all-state choirs, and district choirs. The performance 
ratings of Phillip’s choirs at festivals and adjudicated contests were consistently at the 
highest possible level. Sue’s choirs took performance trips all over the United States, and 
received high ratings when they performed at the annual adjudicated performance 
assessments. Individual students from her program consistently participated in honor, 
regional, and state choirs. 
I had had many conversations with each choral director at workshops and 
conferences. We had attended interest sessions, presentations, repertoire reading sessions, 
and choral performances together. Through our shared comments, discourse, and mutual 
understanding, I was able to determine basic aspects of each of their perspectives on 
repertoire, rehearsing, and teaching musicianship to high school students. 
As I prepared to visit each site, I remained mindful that no matter how 
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comfortable I was in the high school chorus setting, I was a visitor to this particular choir 
room. I kept in mind these words of Lawrence-Lightfoot and Davis (1997): “The 
portraitist is an outsider to the scene and needs to accept and exploit that perspective, not 
only in the writing, but in the initial introduction to the site” (Lawrence-Lightfoot & 
Davis, 1997, p. 69). 
The sites included the high schools where each of my selected participants 
directed choirs. The school sites were located within a 15-mile radius of my residence. 
The relatively close proximity was helpful in allocating the required time for on-site 
observations. As a practicing high school choral director, my time spent in the field was 
limited by my personal employment. The short travel distance to the three sites I studied 
allowed me to also fulfill the obligations at my own school. I spent a total of 9 days in the 
field, 3 days at each site. In order to gain access to each of the sites, I sought approval 
from the principal at each school to conduct classroom observations of choral rehearsals 
(see Appendix A). Each participant consented to the research observations detailed in a 
letter, which used the IRB-approved language (see Appendix B). 
Procedures 
In this study, data collection through interviews, observations, and document 
collection proceeded with one participant and school site at a time. I completed an 
analysis of the data in the form of interview transcriptions, observation transcriptions, and 
document review notes immediately as I collected and transcribed data. My initial 
interview with each participant occurred before visiting the school and starting 
observations. I began transcribing the first interview the same day the interview occurred, 
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and continued transcribing all three of the interviews until completion before the 2-week 
period I designated for reflection and portrait formation. During my time in the field at 
each site, I kept observation notes, reflections, and impressions in a notebook and made 
transcriptions of the observation notes. I noted items I thought needed to be addressed in 
subsequent interviews or observations; Lawrence-Lightfoot and Davis (1997) named this 
an impressionistic record. After completing the observations at each site, I conducted the 
final interview with each participant. In each case, the minimum span of time between the 
first interview and the last interview was 10 days. The longest time span between 
interviews was 13 days. Once I concluded the interviews and observations at a site, I 
spent 2 weeks creating the initial portrait of the participant and site before proceeding to 
the second site. I adhered to the same process before visiting the third and final site. 
Follow-up interviews occurred as necessary following the regular interviews and 
observations. This concluded the data collection process. The remaining work consisted 
of coding and discovering emergent themes; finalizing the written portraits; organizing 
the data presentation; and writing conclusions, reflections, and recommendations. I 
completed the initial analysis of each participant and the respective site sequentially 
before proceeding to the next.  
Confidentiality 
I created pseudonyms to represent all of the names used in this study, including 
names of school sites and participants. I maintained a coded list that included names of 
participants, school sites, and other identifiable material on a password-protected external 
hard drive. I have used the pseudonyms whenever referencing participants, school sites, 
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or other similar material in written transcripts of interviews. 
Data Security 
I stored all of the hard copy documents and notes in a locked filing cabinet at my 
residence, and saved all electronic data and digital files to a password-protected external 
hard drive. In accordance with Boston University Record Retention Policy, I agreed to 
retain all documents and study materials that reference participant names and settings for 
7 years before destroying them. 
Data Collection 
Merriam (1998) asserted the importance of collecting data for case studies that 
include both depth and breadth. The researcher must not only collect enough data, but 
also collect data in a variety of forms. I employed different types of data collection in 
order “to identify and understand patterns of conduct that guide participants day-to-day 
practice” (Kruegger, 1987, p. 70), in addition to exploring all possible influences upon 
that practice. The two primary data gathering tools for my fieldwork were interviews and 
participant observation (Phelps, Ferrara, & Goolsby, 1993). I also collected and reviewed 
documents and artifacts. As a qualitative researcher, I served as the primary research 
instrument (Eisner, 1998; Phelps et al., 1993). Lawrence-Lightfoot and Davis (1997) 
described the process as an 
ongoing dialectic—between data gathering and reflection, between description 
and analysis—begins in the very early stages of fieldwork (recording the 
researcher’s acclimation to the setting) and lasts throughout the entire research 
process (until the writing of the final text). (p. 188) 
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Interview Protocol 
I interviewed each participant three times using the Seidman (2006) interview 
model for face-to-face interviews. This process of inquiry engaged the participants, 
allowing me to “plumb the experience and to place it in context” (p. 17). The three-
interview structure created an opportunity for participants to review and contemplate 
their current practice: 
The combination of exploring the past to clarify the events that led participants to 
where they are now, and describing the concrete details of their present 
experience, establishes conditions for reflecting upon what they are doing now in 
their lives. (p. 19) 
 
Although the Seidman (2006) model is grounded in a phenomenological tradition, I chose 
to model the interviews using this structure because of the connection made to the 
qualitative approach: 
Interviewing provides access to the content of people’s behavior and thereby 
provides a way for researchers to understand the meaning of that behavior. A 
basic assumption in in-depth interviewing research is that the meaning people 
make of their experience affects the way they carry out that experience. 
Interviewing allows us to put behavior in context and provides access to 
understanding their action. (p. 10) 
 
Each single interview lasted approximately 90 minutes, and occurred in the 
following sequence: the first interview prior to the observations, the second interview 
during the period of observations, and the last interview following the completion of 
observations.  
During the first interview, I established context for the participants’ experiences. I 
asked the participants to reveal as much as possible about themselves in light of the 
subjects of study up until the present time. This type of life history interview encouraged 
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a narrative account of a participant’s professional life (Phelps et al., 1993). In the second 
interview the participants were able to “reconstruct the details of their experience” 
(Seidman, 2006, p. 17) within the context of their practice. During the last interview, I 
encouraged each participant to reflect on the meaning that their experience holds for 
them.  
I hoped to encourage reciprocity by developing relationships between the 
participants and myself. In the interviews, I tried to convey my genuine interest in their 
lived experiences by paying close attention and honoring their thoughts and words in my 
presentation of the data. The conversational encounters that occurred between the 
participants and me required some guideposts, which I developed in the form of guiding 
interview questions (see Appendix C). 
Lawrence-Lightfoot and Davis (1997) suggested that the possibility for mutual 
reciprocity between researcher and participant has a better chance of occurring when the 
researcher defines concepts of the structure, boundaries, and commitments regarding the 
relationship at the beginning. I tried to be vigilant, sensitive, and aware of the dynamics 
of the relationship that formed with each participant and used that insight to determine 
my actions. The relationships I had with participants required a new designation, as I was 
entering their practice as more than a peer or professional acquaintance. My new role as a 
researcher in their practice entailed an understanding of boundaries and limits, which 
Lawrence-Lightfoot and Davis (1997) described as a keen sense of awareness: 
With each encounter the researcher must make judgments about what to ask, what 
to pursue, and how far to probe. She must sense the mood of the moment, the 
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tenor of the talk, the thrust of the conversation, and the resilience of the actor. She 
must be sensitive to the developmental phase of the research relationship and 
know enough about the actor’s range and repertoire of responses to be able to read 
them accurately. (p. 156) 
I did not exclusively follow the interview structure outlined by Seidman (2006) so 
as not to dismiss casual and informal conversations that might have spontaneously 
occurred with the participants. Each interview occurred face-to-face and I purposely 
fostered conversation rather than a formal question and response approach. I concurred 
with Weber (1986) that the best moments of an interview are when both the researcher 
and participant are engaged in the topic, eager for understanding: “They are talking to 
each other rather than past each other. The interviews, then, are very much a shared 
experience affecting both” (p. 69).  The conversational approach was also advocated by 
Glesne (2011) in an effort to facilitate the story telling of others. The interviews utilized 
open-ended questions in an effort to explore subjects and allow the participant control of 
the direction. Charmaz (2006) suggested that the result of the conversation approach to an 
interview led to a much more personal perspective: “The in-depth nature of an intensive 
interview fosters eliciting each participant’s interpretation of his or her own experience” 
(p. 25).  
I preserved all of the interviews in digitally recorded audio with a primary and 
secondary recorder to ensure no loss of data. I listened to the recordings numerous times 
in order to complete the transcriptions. In order to preserve the true and accurate 
responses of the participants, I purposely transcribed the dialogue word-for-word instead 
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of trying to edit grammar at first. As I transitioned from transcription to presentation of 
the interviews, some editing occurred only as a means to clarify and articulate each of the 
participants’ responses, without altering meaning or tone. 
I presented printed transcriptions of interviews to participants for member checks 
(Creswell, 2008; Stake, 1995). Notes in the form of an impressionistic record (Lawrence-
Lightfoot & Davis, 1997) referenced body language and environment, as well as any 
other thoughts I had during the interview process. Four follow-up interviews occurred as 
telephone conversations or e-mail correspondences to clarify previous responses: two 
with one participant, and one each with the other two participants. 
Observation Protocol 
I observed choral directors as they engaged with their students during their high 
school chorus rehearsals for 3 days at each school. These observations included multiple 
choirs at each site and included both instructional and noninstructional activities that 
occurred as a regular part of their teaching practice. In addition to observing, I shadowed 
each of the choral directors through all of their professional activities. I wanted to be 
open-minded and aware of as much of the action, instructional and noninstructional 
activities, and the setting as I could. Lawrence-Lightfoot and Davis (1997) described this 
transparent procedure: “Once in the field, the portraitist begins by listening and 
observing, being open and receptive to all stimuli, acclimating herself to the environment, 
documenting her initial movements and first impressions, and noting what is familiar and 
what is surprising” (p. 187). Using elements of portraiture, I conducted my observations 
from the researcher’s perch (Lawrence-Lightfoot & Davis, 1997) in order to give 
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perspective to the development of context for the narrative. Lawrence-Lightfoot and 
Davis (1997) described the significance and purpose to the researcher’s perch as follows: 
It is not only important for the portraitist to paint the contours and dimensions of 
the setting; it is also crucial that she sketch herself into the context. The researcher 
is the stranger, the newcomer, the interloper—entering the place, engaging the 
people, disturbing the natural rhythms of the environment—so her presence must 
be made explicit, not masked or silenced. Noting the perch and perspective of the 
portraitist, the reader can better interpret the process and the product of her vision. 
In portraiture, then, the place and stance of the researcher are made visible and 
audible, written in as part of the story. The portraitist is clear: from where I sit, 
this is what I see; these are the perspectives responding to my presence. (p. 50) 
 
As I documented the context through observation, I included detailed and thick 
descriptions (Geertz, 1973), anticipatory themes and metaphors, and allusions to 
observed events. During this process, I had to “remember that the context is not static and 
that the actors are not only shaped by the context, but that they also give it shape” 
(Lawrence-Lightfoot & Davis, 1997, p. 57).  
Observing from my perch, I made decisions about the data I collected, about what 
information to include and what information to ignore. In portraiture, the researcher 
considers the following question, “Will this description inform the reader’s understanding 
of the site of subject as it is portrayed herein?” (Lawrence-Lightfoot & Davis, 1997, p. 
63). I made my decisions in an effort to offer the reader lucidity and as a direct influence 
of my insider’s view of what happens in a choral rehearsal. Specifically, I wanted to 
examine each choral director’s teaching of musicianship as outlined in the praxial 
approach offered by Elliott and Silverman (2015). 
I ascertained those events in my observations that were significant by referencing 
the research problem and research questions. Because of my personal practice, I was able 
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to determine what observation data to include in my journal, as suggested by 
Goodenough (1981): “from those who already know the game…in order to sift the 
relevant from the irrelevant” (p. 58). My ability to discriminate during observations 
helped me function as the portraitist. Lawrence-Lightfoot and Davis (1997) characterized 
the portraitist as “someone who has a deep understanding of the environment and is able 
to perceive the subtle and complex changes that a less sophisticated researcher would 
never notice” (p. 246).  
During the data collection phase of this study, I planned to observe high school 
choral rehearsals and intended to focus on not only the facial expressions of the choral 
director, but also the facial expressions of the choral students. Observing facial 
expressions is similar to the approach used by Wedington-Clark (1999). I observed facial 
expressions between students as a form of communication and perhaps an indicator of 
aesthetic response, reflective of student musicianship. 
As emergent themes and issues became apparent, my lens became more focused. 
Phelps et al. (1993) described the process of moving from a wide purview to a more 
exclusive examination in fieldwork: “Selective observation requires a further sharpening 
of one’s focus. Selective observation focuses on the attributes of those types of activities 
performed by a group” (p. 162).  
I kept field notes as part of an impressionistic record in accordance to the 
procedures of portraiture. Lawrence-Lightfoot and Davis (1997) discussed the features of 
this type of note taking:  
Usually these daily reflections are documented in an “Impressionistic Record”—a 
ruminative, thoughtful piece that identifies emerging hypotheses, suggests 
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interpretations, describes shifts in perspective, points to puzzles and dilemmas 
(methodological, conceptual, ethical) that need attention, and develops a plan of 
action for the next visit. (p. 188) 
 
Maintaining an impressionistic record helped keep my thoughts focused on the data and 
provided a means of keeping track of all of my different thoughts. The journal helped me 
discover emergent themes and begin coding. My use of an impressionistic record was 
similar to the process of memoing (Glesne, 2011; Miles & Huberman, 1994) in that my 
notes provided beneficial insight in analysis. This was especially true as I reflected on 
larger ideas, such as the relationships of emergent themes and replication among 
participants: 
Memoing helps the analyst move easily from the empirical data to a conceptual 
level, refining and expanding codes further, developing key categories and 
showing their relationships, and building toward a more integrated understanding 
of events, processes, and interactions in the case. (Miles & Huberman, 1994, pp. 
158–159) 
 
Document Review Protocol 
Bowen (2009) listed five specific functions of documents: to (a) establish context, 
(b) lead to new questions, (c) provide supplementary data, (d) measure change, and (e) 
corroborate evidence. The documents I collected gave insight on the context of 
participants’ actions within their sites. My review of collected documents suggested new 
questions for interviews and situations for observation. Regarding the function of 
documents to generate questions, Goldstein and Reiboldt (2004) (as cited in Bowen, 
2009) stated, “Interview data helped focus specific participant observation activities, 
document analysis helped generate new interview questions, and participant observation 
at community events provided opportunities to collect documents” (p. 246).  
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Bowen (2009) advocated using documents to supplement data from other sources. 
Documents can enable a researcher to trace developments or changes that occur over time 
when the researcher has access to different drafts or versions of a document. Bowen 
(2009) noted that even subtle changes “can reflect substantive developments in a project” 
(p. 30). I corroborated the findings from the document analysis with the findings from 
interviews and observations. According to Bowen (2009), “When there is convergence of 
information from different sources, readers of the research report usually have greater 
confidence in the trustworthiness (credibility) of the findings” (p. 30). My initial 
examination of documents was superficial. I followed this with a more thorough reading 
and finally an interpretation. In performing content analysis of documents, Bowen (2009) 
stated that “it entails a first-pass document review, in which meaningful and relevant 
passages of text or other data are identified” (p. 32). 
Bowen (2009) acknowledged that document analysis does have a number of 
limitations. These include insufficient detail, low retrievability, and biased selectivity. 
Despite these shortcomings, and given the efficiency of data analysis and cost-
effectiveness, my analysis of collected documents proved useful. Bowen (2009) 
cautioned against the consideration of documents as accurate, precise, or complete 
documentation of prior events. I determined the relevance of any collected documents in 
relation to my research problem, considering why my participants created each 
document, its purpose, and the intended audience. As Bowen (2009) advocated, I 
assessed each of the collected documents for completeness, discerning exhaustive 
information from the incomplete. 
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Lawrence-Lightfoot and Davis (1997) advised researchers to acquire from their 
participants those documents that might be relevant: “Portraitists should ask to see copies 
of potentially informative resources when someone mentions them in conversation…. 
Insiders will be able to suggest and provide more relevant resources than portraitists 
would think to request” (Lawrence-Lightfoot & Davis, 1997, p. 63). I was interested in 
gathering materials that choral directors use with their students to build musicianship; 
these included various texts such as sight-singing books and music theory books. In some 
cases I collected teacher-made materials for both music reading instruction and sight-
singing assessment, including outlines, music theory quizzes, sight-singing melodies, and 
grading rubrics for sight-singing and small-group singing checks. I wanted to examine 
the assessments of individual students, and was curious how each director documented 
the progress of each student. Some of the directors allowed me to examine their grade 
books and their method for documenting student progress. All three of my participants 
gave me copies of their course syllabi, rehearsal plans, and concert programs. The 
repertoire that the choirs rehearsed and performed also provided useful data. Other 
supplemental documents included homework assignments, directed listening activities, 
and reflection logs. As I collected documents from the directors, I looked for connections 
to the praxial framework (Elliott & Silverman, 2015) including the seven types of MTK. 
Combined with interviewing and observation, document analysis also served as a 
means to triangulate the data. I examined documents looking for data that was both 
supported and not supported by what I learned through the interviews and observations, a 
process which provides a qualitative researcher with “a confluence of evidence that 
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breeds credibility” (Eisner, 1998, p. 110). Bowen (2009) echoed the credibility of 
information collected by different methods: “The researcher can corroborate findings 
across data sets and thus reduce the impact of potential biases that can exist in a single 
study” (p. 28).  
Data Analysis 
As data collection began, the analysis also began in an ongoing and simultaneous 
process. I reviewed data I collected each day, as prescribed by Lawrence-Lightfoot and 
Davis (1997): “With each stage of data collection, at the close of each day, the portraitist 
gathers, scrutinizes, and organizes the data, and tries to make sense of what she has 
witnessed” (Lawrence-Lightfoot & Davis, 1997, p. 187). Miles and Huberman (1994) 
posited that qualitative data are usually not immediately accessible for analysis. My 
collected data was recorded in multiple forms including field notes from observations and 
interviews and the digital recordings of the interviews. I chose not to begin the analysis 
until after I completed the transcriptions of the interviews and typed my notes from 
observations. The time spent transcribing was valuable: It allowed me to read the 
interviews and observation notes at a slow and methodical pace in addition to listening to 
the recordings several times, which increased the opportunities for review and reflection 
of the data. Throughout the transcription process, I continued to make additional notes in 
my impressionistic record. 
Lawrence-Lightfoot and Davis (1997) advised that researchers may be surprised 
at their discoveries when transcribing. When listening to recorded audio from interviews, 
I heard “pauses and changes in tone of voice—the expression of what Lawrence-
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Lightfoot calls ‘mixed feelings’—[that] are often overlooked in the moment of the 
interview as the portraitist works hard to find direction through the posing of questions” 
(p. 122). I noted that in the times I heard mixed feelings, the participant was in a moment 
of reflection. I also heard moments when participants laughed or changed volume. 
Listening to the recordings, however, did not offer any profound surprises. 
The analysis phase of the current study was, as Miles and Huberman (1994) 
characterized, an ongoing process of simultaneous activities. The simultaneous activities 
included data reduction, which consisted of focusing, abstracting, and transforming the 
data. I did not expect or anticipate the sheer amount of data I collected. Reading through 
all of the data, condensing and organizing, verifying, and drawing conclusions was 
difficult and time consuming. I was most successful in managing the data analysis 
process by following through to completion one participant and their site before moving 
to the next. 
Miller and Crabtree (1999) created an interesting analogy of interpretation in 
qualitative data analysis, using the comparison of a dance between the researcher and the 
text. The dance analogy helps to convey a combined sense of technical discipline and 
creative artistry.  
The are many changing rhythms; multiple steps; moments of jubilation, 
revelation, and exasperation…. The dance of interpretation is a dance for two, but 
those two are often multiple and frequently changing, and there is always an 
audience, even if it is not always visible. (pp. 138–139) 
 
Chambliss and Schutt (2006) used a dance analogy to explain the process of identifying 
meanings and creating categories and codes from the text. When two partners dance, one 
partner leads. If the text is read literally by the researcher, “she is focused on its literal 
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content and form, so the text ‘leads’ the dance” (p. 196). If the text is read reflexively by 
the researcher, “she focuses on how her own orientation shapes her interpretation and 
focus… the researcher leads the dance” (p. 196). Lastly, if the text is read interpretively 
by the researcher, “she tries to construct her own interpretation of what the text means” 
(p. 196). 
Miles and Huberman (1994) listed several analytical practices used in qualitative 
research. Two of those practices were relevant to this study: affixing codes and noting 
reflections. I affixed codes to all of the collected data including the interviews, 
observations, and documents. In addition, I coded pertinent notes in my impressionistic 
record. I used a process involving color-coded index cards to organize and account for all 
of the codes. I continued noting my thoughts, reflections, personal assumptions, 
descriptions of the settings, interview body language, initial impressions, problems, 
potential relationships, questions, and future activities in my impressionistic record. The 
impressionistic record was an essential part of the present study and especially the 
process of analysis. Bresler and Stake (2006) described this methodology: “Multiple case 
studies require a kind of analysis that remains largely unformalized. One tries to preserve 
the uniqueness of the individual case, yet produce cross-site conclusions” (p. 296). 
Yin (2014) outlined four underlying principles of the analysis of data, which I 
followed: 
• Account for all of the collected evidence. 
• Address all alternative interpretations. 
• Focus on the most important issue. 
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• Utilize the researcher’s own experience and knowledge. 
The sheer quantity of data from interviews, observations, collected documents, and field 
notes made following Yin’s (2014) principles difficult. Although I attempted to conceive 
all alternative interpretations, I questioned if I was able to do so objectively. I had no 
trouble prioritizing issues, and focusing on the most important issue. Throughout this 
process, I continually relied on my own perspectives as informed by my knowledge and 
experience. 
Coding 
I borrowed from the coding practices outlined by Charmaz (2006), which utilized 
four distinct processes: (a) initial coding, (b) focused coding, (c) axial coding, and (d) 
theoretical coding. I remained as close to the data as possible with my initial coding, 
working quickly after interviews and observations in order to keep close to the moment 
and my initial impressions. Charmaz (2006) supported fast-paced coding: “Speed and 
spontaneity help in initial coding,” and a faster pace of work “can spark your thinking 
and spawn a fresh view of the data” (p. 48). I did not force the data to fit codes, but rather 
created codes to fit the data. When I interviewed the participants in the present study, I 
did not simply use events or experiences that were conveyed as codes. I wanted to learn 
more about their practice or context. Charmaz (2006) “accepting participants’ 
orchestrated impressions at face value” (p. 49). 
I utilized line-by-line coding as my initial coding process for the interview data I 
collected, because I thought it was best suited for analyzing the interview transcripts. 
Charmaz (2006) acknowledged that line-by-line coding was a good choice for data 
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regarding underlying empirical problems or processes, and worked with data collected 
from sources such as interviews. By coding data line-by-line, I remained open to different 
subtleties and nuances that may have appeared. Charmaz (2006) advocated the following 
benefits of line-by-line coding: 
When you code early in-depth interview data, you gain a close look at what 
participants say, and likely, struggle with. This type of coding can help you to 
identify implicit concerns as well as implicit statements. Engaging in line-by-line 
coding helps you to refocus later interviews. (Charmaz, 2006, p. 50) 
 
After I completed the line-by-line coding, I returned to address the codes that 
were most frequent and most significant. My coding was more focused, as I sought to 
determine how adequate my line-by-line codes were, and to ascertain which codes best 
deduced categories. My data also included comprehensive observations of the 
participants, the choral students, actions that occurred, and details of the settings. For the 
observations, I made comparisons between events as they occurred in rehearsals, using 
cross-case analysis techniques (Miles & Huberman, 1994; Stake, 2006; Yin, 2014). I 
watched for the different ways in which choral directors addressed the development of 
musicianship with their students. Using focused coding, I gave perspective to my own 
personal preconceptions in the context of my findings. I also examined documents 
provided by the choral directors in order to determine how the various artifacts aligned 
with the codes I had already discovered, or if new codes were warranted. Next, I made 
connections of coded data across and between discovered categories through the more 
selective process of axial coding. I used axial coding (Charmaz, 2006) to approach the 
data from a different perspective in order to discover larger concepts and categories. 
Using this procedure, I considered the conditions and situations of each director and their 
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choral program, the actions and routines that each directed engaged in with their 
musicianship instruction, and the results of their activities and regimens. Lastly, I 
examined the data through the lens of musicianship as defined by Elliott’s (1995; 2015) 
praxial music education in order to determine how my focused codes were related to 
praxial theory. I used this final process of theoretical coding to bring coherence, as 
described by Charmaz (2006), in two ways: to conceptualize how my substantive codes 
were related, and to move my analytic story in the direction of praxial musicianship. 
Emergent Themes 
In searching for the truths of my research problem, I attempted to discover 
revealing patterns that result from an interpretation and connection to the participants’ 
stories. In addition to my insider view and ability to relate to the position of a choral 
director, I had the ability to distance myself from each site and its activity. During the 
time away, I was able to see the proverbial forest through the trees. My interpretation and 
analysis began immediately, in an initial form of impressions. Following data collection, 
analysis became my primary activity. The analysis that occurred after data collection was 
more reflective and contemplative than the preparation and purposeful thought given 
when entering a site. I was attentive to practices and perspectives that did not align with 
the convergent categories and themes. In reviewing the data, it was certainly more 
intuitive to focus on patterns and themes that were shared by all three of the choral 
directors in my study; however, there were instances when participants where not 
completely aligned in a similar fashion with an identified theme. In these occasions, it 
was beneficial to be cognizant of what deviated from the norm. 
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Trustworthiness 
In this study, I enhanced trustworthiness by collecting rich data and utilizing 
triangulation. Presentation of the data included a narrative portrait of each participant. 
Maxwell (1996) defined validity as the standard of credibility and the effort to construct a 
trustworthy narrative. Lawrence-Lightfoot and Davis (1997) posited that “validity is a 
complex construct in qualitative inquiry; it reflects the synthesis of several rigorous 
methodological themes” (p. 245).  
I employed several techniques in this study to ensure trustworthiness: multiple 
data sources, thick descriptions, digital recordings of interviews, and member checks of 
transcribed interviews. Multiple interviews including opportunities for follow-up 
interviews ensured a rich data set and allowed for thick descriptions of the data. In 
addition, I conducted multiple observations at each site. I used a digital recorder to 
accurately preserve each interview. Following the interviews, I presented interview 
transcripts to each participant to facilitate member checks (Creswell, 2008; Stake, 1995). 
To ensure that I had captured an accurate reflection of what transpired during the 
interviews, I asked the participants to review the transcripts.  
I was able to corroborate the different sources of the data I collected through the 
process of triangulation (Creswell, 2007; Phelps et al., 1993; Phillips, 2008) in an effort 
to establish that my portrayal was rich, robust, and comprehensive. 
Face Validity 
I established face validity to intuitively determine if I had accomplished the 
current study by addressing the problem, answering the research questions, and 
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presenting the collective data and perspective of the participants in such a way as to 
create a sense of authentication, albeit personal. Face validity is also achieved if readers 
determine that the current study is plausible. Frankfort-Nachmias, Nachmias, and 
DeWaard (2015) asserted that face validity “rests on the investigator’s subjective 
evaluation as to the validity of a measuring instrument” (p. 31). In this study, I captured 
the story of each of my participants in such a way as to provide readers with a credible 
portrayal. Such a portrayal is similar to what Kidder (1982) referred to as the “click of 
recognition,” that occurred when the portraitist constructed an aesthetic whole that 
portrayed something believable. I constructed narrative portraits for each of the 
participants (see Chapter 4) to demonstrate face validity. Utilizing interview and 
document data and a description of the research methodology, I have provided 
information to enable readers to make informed judgments as to the trustworthiness of 
my findings. Creswell and Plano Clark (2011) stated that qualitative validity “comes 
from the analysis procedures of the researcher, based on information gleaned while 
visiting the participants and from external reviewers” (p. 211). 
I constructed the portraits to resonate with (a) the participants, (b) the readers of 
this study, and (c) me. My expectation was for the high school choral directors to see an 
authentic portrayal of their stories reflected in the portraits. I hoped that readers would 
experience the “click of recognition,” and that the stories would be believable regardless 
of their diverse perspectives. My own experience and in-depth knowledge of this study 
established an opportunity to reflect and see the authenticity in the work. Using the 
concept of resonance, Lawrence-Lightfoot and Davis (1997) described the role of the 
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narrative story used in portraiture as a means to exhibit face validity: 
We refer to this “yes, of course” experience as resonance, and we see the standard 
as one of authenticity. The portraitist hopes to develop a rich portrayal that will 
have resonance (in different ways, from different perspectives) with three 
audiences: with the actors who will see themselves reflected in the story, with the 
readers who will see no reason to disbelieve it, and with the portraitist herself, 
whose deep knowledge of the setting and self-critical stance allow her to see the 
“truth value” in her work. (Lawrence-Lightfoot & Davis, 1997, p. 247) 
 
Lather (2003) asserted that face validity needed “to be seen as much more integral 
to the process of establishing data credibility,” (p. 189), so in order to help establish 
credibility, I asked the participants to take part in the process of member checks for the 
interview transcripts (Creswell, 2008; Stake, 1995). 
Bias 
This study was not without the influence of my own personal biases and 
preconceptions. As I analyzed the data, I was impacted by my established philosophy of 
the pedagogy of musicianship. Understanding how my assumptions and biases influenced 
my analysis was essential and helped me reflect on how my bias can “influence what data 
we select and report as well as what insights we generate, and how” (Anderson & 
Kanuka, 2003, p. 91). 
I remained vigilant for potential causes of my own researcher bias, especially 
three listed by Miles and Huberman (1994) that deserve attention in order to support 
credibility: (a) holistic fallacy, (b) elite bias, and (c) going native. I had to be careful that 
I did not construe circumstances by understanding them to be more organized or 
conforming than they actually were, creating a false sense of integration or holistic 
fallacy. Data collected from all of the participants in my study deserved equal 
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consideration regardless of their status or position, preventing opportunity for elite bias. 
Lastly, as a practicing choral director, I had to resist assimilation into the insights or 
interpretations of my participants or possible informants. Resisting this potential 
influence prevented what (Miles & Huberman) described as going native. 
In order to account for personal bias throughout the process of this study, I kept 
reflective notes in an impressionistic record (Lawrence-Lightfoot & Davis, 1997). I 
identified and shared my personal prejudices and biases in my writing, while interjecting 
my own story and experience into the portraits to share the filters through which I 
interpreted the data. 
Ethical Concerns 
The participants in this study share the same profession that I enjoy. I have a 
profound and deep respect for those who pursue the same career, and that respect 
undoubtedly influenced my collection and analysis of data. Charmaz (2006) posited that 
researchers show respect for their study participants by demonstrating integrity as they 
seek to discover their perspectives and choices: “As we try to look at their world through 
their eyes, we offer our participants respect and, to our best ability, understanding, 
although we may not agree with them” (Charmaz, 2006, p. 19). I have forged 
relationships and engaged in discourse with the choral directors I examined. 
Lawrence-Lightfoot and Davis (1997) stated that portraitists “engage in acts 
(implicit and explicit) of social transformation, we create opportunities for dialogue, we 
pursue the silences, and in the process, we face ethical dilemmas and a great moral 
responsibility” (p. 11). I was not able to prevent my contact and interaction from 
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interrupting and disturbing regular routines at each site; but in doing so, I was determined 
to adhere to the directive of portraitist research to remain focused on those actions and 
outcomes of the sites that I visited that were favorable, promising, and beneficial.  
Out of respect for the participants in my study, I strived to present their complex 
and multidimensional stories with an ethic of responsibility (Barrett & Stauffer, 2009). 
Lawrence-Lightfoot (1983) denoted a preoccupation among social scientists to focus on 
things that are wrong instead of things that are right, and offering prescriptions to fix 
those shortcomings. This is especially true for descriptive school researchers who find it 
difficult “to find the goodness and talk about the successes” (Lawrence-Lightfoot, 1983, 
p. 10). The overwhelming focus on the doom and gloom of what must be repaired in 
schools does not result in a strong sense of encouragement or hope. Opportunities for 
transformation and ingenuity are stifled by this attention: 
The negative regard of schools and the documentation of their failure are shaped 
by profound feelings of dissatisfaction and disappointment among scholars and 
lay people. Schools have not fulfilled our great expectations. They have not 
produced a civilized, literate populace; they have not eliminated deep inequalities; 
they have not encouraged creativity, innovation, or social change. (Lawrence-
Lightfoot, 1983, p. 10) 
 
Because of my use of portraiture elements to inform the methodological design, 
my framework intentionally avoided a focus on the pathology of what was not working 
with regard to student acquisition of musicianship. As a portraitist, I chose not to search 
for something that was broken in an effort to fix it; rather, I wanted my work to result in 
something other than a faultfinding expedition. I was curious in seeking out and 
documenting how each of the participants in this study defined the good without 
imposing my own definition, as recommended by Lawrence-Lightfoot (1983): 
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In examining the dimensionality and complexity of goodness there will, of course, 
be ample evidence of vulnerability and weakness. In fact, the counterpoint and 
contradictions of strength, vulnerability, virtue and evil (and how people, cultures, 
and organizations negotiate those extremes in an effort to establish the precarious 
balance between them) are central to the expression of goodness. (p. 9) 
 
Lawrence-Lightfoot (1983) described this tenet of the methodology: “Portraiture resists 
this tradition-laden effort to document failure” (p. 9). Although it was my sincere desire 
to seek what was good in each of the sites, I recognized that my narratives included 
evidence of weakness. My preoccupation and focus on that which was good and strong 
was not accomplished by excluding that which stood in opposition to good. I attempted to 
share the actions of my participants in an effort to overcome challenges, improve in areas 
of weakness, and navigate difficulties. Lawrence-Lightfoot and Davis (1997) described 
the intent of this research lens: 
In fact, the counterpoint and contradictions of strength and vulnerability, virtue 
and evil (and how people, cultures, and organizations negotiate those extremes in 
an effort to establish the precarious balance between them) are central to the 
expression of goodness. (p. 9) 
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CHAPTER IV 
 PRESENTATION OF THE DATA 
In this chapter, I present a separate portrait of each choral director. To provide 
context, I include biographical information about the choral director, a summary of their 
school, and a description of their students. Following these are findings for each case, 
which I collected from interviews, documents, and observations, and that will provide 
data to answer the research questions and particularly uncover the ways the directors 
teach musicianship to their high school choral singers. A summary concludes each case. 
To affirm replication, what Yin (2003, 2014) characterized as the underlying logic of 
multiple-case studies, I present each case in identical fashion.  
Steve: Creating Atmosphere 
Portrait 
I met Steve prior to this study when he had started his first position as a middle 
school choral director in a neighboring school district. He taught there for 2 years before 
moving to his current job as a high school choral director. When Steve took over, the 
high school had been open for about ten years and had had only one previous director. 
The program he had inherited was large and had a reputation for excellence. Steve had 
shared with me that he was excited for the new opportunity and for returning to the area 
in which he had grown up. This was not the high school from which he had graduated, 
but it was in the same general area. In an effort to understand Steve’s practice as a high 
school choral director, I considered his own participation as a music student to discover 
insight into both his experiences and influences. 
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In the fifth grade, Steve had joined the chorus just as his older sister had. She had 
told him that the class was fun and easy. In the sixth grade, Steve had continued his 
participation in chorus at the middle school, which he described as having an atmosphere 
that felt like home. He had enjoyed the music making and camaraderie of chorus 
immensely. His experience in this sixth grade chorus had had a great impact on his 
continued participation in chorus. The years he had spent in chorus, and the influence of 
his choral directors, from sixth grade through 12th grade had made quite an impression 
on him. He had had the same choral director each of his 3 years in middle school, but 
there had been a different choral director each year at his high school for all 4 years of his 
participation. The middle school director had become the high school director during 
Steve’s senior year. He had also experienced multiple directors during his undergraduate 
studies in college. There had been two directors his freshman year, a new director his 
sophomore year, and a new director who arrived his junior year and remained until he 
graduated. Having been a student under many choral directors from elementary school all 
the way through college, Steve had had a great variety of influences. One of these 
influences was in the area of musicianship and music literacy. 
Steve recalled that during middle school, the choral director had taught weekly 
lessons, which had included music vocabulary related to the literature they were 
rehearsing. Clapping rhythms and sight-singing simple melodies had also been a regular 
part of class rehearsals. The middle school teacher had given weekly quizzes on 
vocabulary and music theory. In high school, the directors had placed a greater emphasis 
on repertoire, and had limited formal assessments to quartet singing at the piano, 
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evaluating each student’s ability to accurately sing rehearsed repertoire in terms of 
rhythm, pitch, dynamics, and expression. Steve shared that sight-singing had been a 
regular part of the high school choral rehearsal, but the director’s assessment of this skill 
had been done informally in order to “get a feel” of each student’s progress. During 
Steve’s undergraduate choral experience, directors placed great emphasis on both 
musicianship skills and repertoire, but with no assessment whatsoever. Steve shared that 
he believed his rehearsal tendencies and educational philosophies were a result of 
modeling a conglomeration of all of the choral directors that he had had. 
The choral program Steve had inherited was a large program that had a very 
favorable reputation in the local area and the state. I have heard multiple choirs from this 
school perform under Steve’s direction at state music education conventions and at local 
district performance assessments. The performances I heard were both technically 
exceptional and very expressive. His choirs consistently received high ratings at 
adjudicated performance assessments. Many individual students were selected annually 
for honors choirs, all-state choirs, and regional choirs.  
Steve began teaching immediately after graduating with his undergraduate degree, 
and at the time of this study, had worked as a choral director for 10 years. While in his 
high school position, he had completed a master’s degree in music education at a local 
university. Steve identified his own personal strengths as a choral singer and his 
proficiency in music theory. As a singer, he had taken applied voice lessons throughout 
his undergraduate program and had sung in multiple choral ensembles at his university. 
Steve had also sung in an all-male a cappella singing group that rehearsed apart from the 
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school of music. He considered his own sight-singing skills to be exceptional, and 
attributed that to a highly developed ear. Steve considered his piano skills to be a 
weakness in comparison to his singing voice. His approach to choral rehearsals was 
influenced more so by his high school and undergraduate experiences. Steve completed a 
graduate program in music education that had been tailored and individualized greatly to 
his interests, due to the relatively small nature of the program. His primary focus of study 
in the graduate program had been choral literature. Steve did not consider his graduate 
degree to be a great influence on his teaching practice, but rather attributed his growth to 
the experiences he had had as a teacher. 
I observed interactions and casual conversations between Steve and his students 
during the times before and after class. Both Steve and his students eagerly worked 
together to accomplish the goals of learning choral repertoire. Steve was the center of the 
classroom and the rehearsal. For the most part, conversation during rehearsal was one-
way, with Steve giving direction and facilitating the pace of the rehearsal. The physical 
arrangement of the room was designed and organized so that the students were in several 
tiered rows looking down and to the center where Steve was positioned behind a 
keyboard. Steve stood behind the piano most of the time while playing and occasionally 
offering one-armed gestures. His eye contact bounced from the music to his students. 
Steve controlled the pace and the tempo of the rehearsal, following his preplanned 
agenda, adjusting to the needs of his singers as they became apparent, and addressing 
weaknesses in the students’ performance of the music. They repeated and solved problem 
spots, but in my opinion, not to the extent that it felt like a drill. Despite the teacher-
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centered nature of Steve’s chorus room, the feeling and energy in the room were both 
casual and productive. Perhaps this was part of his design and philosophy to create such 
an atmosphere, one that originally appealed to him as a young singer in the sixth grade 
and gave him a sense of home.  
Steve’s school. At the time of this study, the school served approximately 1,800 
students, and 126 students participated in the choral program. The school was housed in a 
large modern brick building with multiple wings grouped by subject areas. The 
architecture was modern and contemporary. Without the school marquis, the football 
stadium, and the school buses parked near the school, this building could have easily 
passed for a large office building. The sole middle school that fed the high school was 
located on the same property. When I visited Steve’s school, I made entry into a large 
atrium and was required to sign in and provide identification at the security desk.  
I experienced an overwhelming feeling of openness and space when I entered the 
school. The ceilings were extremely high and all of the hallways leading away from the 
atrium were expansive. It reminded me of a big box store without fixtures or 
merchandise. The aesthetic and decor was industrial, with unfinished ceilings that 
allowed all of the ductwork, conduit, and plumbing to be visible. I was also struck by 
how silent it was.  Knowing how many students were in the building, I expected to hear 
more sound. After receiving my visitor’s badge, I headed toward the chorus room. I 
passed through a large lobby outside of the auditorium and passed several art rooms. The 
art rooms had large picture windows, and I saw students working on drawing and pottery. 
Once I passed the art rooms, I turned down the music hallway, which was parallel to the 
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backstage area of the auditorium.  
Following suit with the large-space design of this high school, the chorus room 
dimensions were approximately 60 ft. by 45 ft. The ceilings were extremely high and the 
floor featured tiered levels that ascended to the back of the room. The walls were cinder 
blocks painted off-white. Faded red, fabric-covered acoustical panels were mounted high 
and spaced out evenly around the room. A large chalkboard with music staff lines defined 
the front of the room. Small, laminated posters of the Curwen hand signs lined the top of 
the chalkboard. This suggested to me that I would be seeing students using the hand signs 
and tonic sol-fa syllables when they sang their choral music. On one side of the room, a 
long countertop lined the wall with built-in cabinet space underneath. Above the 
countertops were a series of poster frames with photographs of students and choir 
activities from past years, each arranged in a collage. The opposite wall had a very large, 
hand-painted staff and treble clef arranged as part of a school chorus logo. It had a certain 
mural-like look to it.  
Wall-to-wall, dark brown industrial carpeting covered the four-tiered levels that 
ascended to the rear of the room. Numerous chairs were placed on the tiered rows, 
including the floor. A large collection of trophies in various sizes and shapes were 
arranged on a long shelf across the back of the room and down the sidewall with the clef 
logo. This suggested that competition was a valued part of the choral program and that a 
high level of excellence was expected and achieved. The ceiling was composed of 
acoustical ceiling tiles with recessed fluorescent lighting and large air vents. A small 
office space was located in one of the rear corners of the room atop the highest tier. In the 
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open floor space between the first tier and the chalkboard there was an electric keyboard 
on a wheeled stand, a standard black music stand, and a tall desk and stool reminiscent of 
a café table and chair. A large, black metal, wardrobe-sized cabinet was located in 
another corner at the front of the room. Other visible equipment in the room included a 
cart with a laptop, media projector, and document camera. There was a SMART board in 
one of the front corners of the room, and over the chalkboard was a wall-mounted 
projection screen. Also mounted on the wall above the chalkboard were two large stereo 
speakers and a 27 in. (68.6 cm) television. The television was humorous to me because it 
was clearly too small for the enormous size of the room. 
Steve’s students. Steve divided the students into three choral ensembles: the 
freshmen chorale, for ninth grade students; the concert choir, a 78-voice mixed advanced 
choir; and an advanced treble choir. Steve identified a few students in each ensemble who 
took private voice lessons. One student in the freshmen chorale, and several students in 
the concert and treble choirs, took private piano lessons. A few students in the concert 
choir took private guitar lessons, and several others studied guitar on their own. Students 
who elected to take private lessons did so outside of school. One student in concert choir 
also played percussion in the school band. A handful of students from the ensembles 
participated in school drama productions; this number increased for the school musical 
production. The freshman chorale was the only group that rehearsed in two sections on 
opposite days, with all of the males combined into one of the two sections.  
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Interviews 
Early teaching experiences. In order to understand Steve’s perspective on 
musicianship instruction, I gave him an opportunity to reflect on his teaching. I thought it 
would be insightful to hear him discuss where his beginning and growth as a musician 
and a teacher. I asked him if he could tell me in what ways he is different now in his 
musicianship instruction than when he first started working as a choral director. He 
responded: 
I remember my very first year of teaching. My very first class of eighth graders, I 
thought, oh well, I don’t care what they know; they’re going to know this. And I 
went in and then I started talking about tetrachords and intervals and major and 
minor, and looking back, there must have been so many jaws on the floor. And, 
you know—sleeping students. I just—I had this lofty goal in my head that they 
have to know these things, and they can’t sing until we know how to do all these 
things. And then, we can start rehearsing, and now I’m taking a look back and I’m 
thinking, oh my gosh, those poor kids. Looking at what I’m doing now, I try to 
move very fast in class. I jump from one topic to the other pretty quickly. We’ll 
rehearse a song. We’ll talk about some music theory. We’ll rehearse a song. We’ll 
do some sight-reading. We’ll talk about some vocabulary and we’ll go back to 
another song. So, I try to move pretty quickly to keep their attention. And, I still 
have these lofty goals, but it’s more centered on what the class needs. I had a 
freshman choir last year that just—the class in general was phenomenal. There 
were several students in there that had taken piano for several years. It was a class 
of 25 freshmen. And out of those 25 students, all but four of them had been in 
chorus since the sixth grade. Overall, the class was advanced. The four that were 
not in chorus jumped on board quickly. They caught up and I was able to move so 
much faster with them that I moved with anybody else. So, I think the biggest 
difference that I have is that, though I still have these lofty goals of what I want 
them to do, I can center it around what the students actually need to achieve those 
goals. Rather than just do it my way or its not going to work. 
As a first year teacher, Steve chose content that was too ambitious for middle 
school choral students. It was also apparent that his students lost interest. Based on his 
response, I surmised that his pacing might have been too slow. Reflecting on this early 
issue in his career, Steve appeared to have quickened his teaching pace and varied 
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rehearsal activities more frequently. In addition, he described a change that shifted his 
pedagogical content from a “lofty goal” to “what the students actually need.”  
Defining musicianship. Given the purpose of the present study, it was important 
for me to understand how Steve perceived musicianship and the implications of that 
perception in instructing his students. In order to understand how Steve taught 
musicianship to his students and what he included as part of his instruction, I asked Steve 
how he defined musicianship. In response, he defined it as having dual meanings that are 
optimally combined: 
I think there are two different strands to it. Part of it has to do with maybe 
internalizing it, being able to do it on your own as far as sight-reading, playing 
instruments, so on and so forth. And then there’s a lot of it that’s just—there are 
some pieces of music that are meant for being learned by rote—like Latin pieces. 
You’ve got to feel those rhythms; you don’t have to learn them. So, musicianship 
is being able to put those two halves together, I think. If you can only learn music 
by hearing it, there’s not really that much musicianship. But, if you’ve never 
learned something by rote, or can’t teach something by rote in a pinch as an 
educator, it’s going to hurt you as well. Because there are times when it just—it 
makes sense to do it musically for what’s going on. Sometimes you’re just in a 
crunch. It’s not pedagogically the best thing to do, but sometimes you have to get 
through it. So, I think musicianship is being able to put those two roles together, 
and hopefully trying to get your students to realize the importance of both of 
them, while stressing the importance of reading music so that they’re independent 
in the future. 
Steve understood musicianship as a combination of having music literacy and the 
ability to learn music by rote. He asserted that rote learning was necessary, although not 
necessarily ideal, because of a lack of time. I was curious how his perception of 
musicianship would be reflected in his instruction, and I asked him if he believed that his 
students’ growth in musicianship would determine their ability to communicate 
expressively in performance. He responded: 
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And I think if you don’t have that basic sound and then you start throwing in 
gigantic works of music at them, these colossal pieces. If you’re just learning by 
rote, even if it’s not the theoretical part—If you’re just focusing on the voice, and 
you’re just kind of learning the song without adding in the, that layer of the 
musicality of the vocal production, vocal pedagogy, then you’re really not going 
to have the chance to add those other layers of meaning, or depth, of emotion. So, 
I think there is a lot of truth to that. If you focus on certain aspects and then work 
your way up, it makes for a better sound overall. 
There was a preoccupation with his perceived struggle with the notion of rote 
learning. This was somewhat contradictory to his earlier response, where “some pieces of 
music that are meant for being learned by rote.” Steve alluded to a basic sound that must 
be present in order to proceed toward expressive performance. His response distinguished 
the requirements of certain repertoire to his perception of musicianship and a concept of 
various layers that are added in the process of learning the literature. In discussing choral 
repertoire, I was curious if he had an instructional hierarchy of importance for his 
students regarding music literacy and the expressive nature of music. Steve offered this 
with regard to how the repertoire informed his instruction: 
Again I think it has to go with the all around concept. Where not only can you be 
technical and know what you’re looking at, read the rhythm, know what pitch 
you’re on, know what syllable you’re on. But then looking at what emotion is 
going on right here. What is the text saying? What is the composer trying to say? 
Putting that all together. 
Understanding a composer’s intent or the context or translation of text can be very 
informative when making musicianship decisions about how to approach the performance 
or a work. It also could influence how to introduce and teach a particular song to high 
school students. Understanding if and how this influenced Steve and his teaching would 
prove valuable for me to gain insight into his instructional process. I also asked if he 
included and sought input from his students in this regard. He replied, “Absolutely. Our 
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Spring Concert this year actually was really, incredibly deep, meaning-wise. In every 
choir we sat down and we talked about what every song meant.” In this response, I noted 
that student input was included as part of the learning process, and in this instance, 
students contributed to the discussion of the meanings of their spring concert repertoire. 
Student goals. In addition to learning and perfecting a song in rehearsal for 
performance, high school choral directors might also have some culminating personal or 
philosophical goal for their students. These might include local or state standards of 
learning, or even the NAfME national standards. I asked Steve what outcomes he desired 
for his students once they had learned and performed a work, and he stated, 
I think it’s kind of making—turning something into more than dots on lines on 
paper. If you just perform correct rhythms, correct pitches and you say the correct 
words at the right time, you’re technically right, if there’s a right. But it’s not 
necessarily musical, it’s not necessarily interesting, it’s not necessarily emotion 
provoking. I think it’s kind of—musicianship is all-encompassing in knowing 
what’s going on theory-wise, knowing how your parts interact together. 
Steve asserted that musicianship was a goal for his students, and reaffirmed his 
perspective that musicianship encompasses multiple components. He stressed that the 
technical aspects of musicianship alone were not compelling, nor able to elicit any 
emotional response. 
Planning for instruction. Steve’s planning for instruction first began with 
gaining an understanding of how and what the middle school choral director teaches the 
students from the middle school chorus that feeds into his program. The relationship 
between Steve and his peer choral director at the middle school was important to the 
success of his program. He spent time talking with his high school students about their 
middle school choral experience. Steve visited and observed the students in the middle 
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school chorus. He shared this appraisal of the musicianship content that the middle school 
choral director includes in their instruction: 
I’ve figured some of it out. A few years ago, my numbers were down and I spent 
one year going to visit her seventh grade for the entire year. Which was pretty 
cool. That seventh grade class is now going to be my junior class, so they’re 
really kind of connected to me very well. And, I got to see what she did with them 
at least. And that’s one small example or one small portion of her entire program. 
She didn’t do very much theory at all. She did sight-reading leading up to district 
auditions and leading up to assessments, choral assessments. So maybe three 
weeks prior to each of them. 
Steve was especially concerned about the lack of emphasis placed on sight-singing 
instruction with the middle school students. 
In another instance when I asked about sight-singing being practiced regularly 
with the middle school students, Steve responded, 
No. And theory was done really just in the context of a rehearsal as in what are we 
looking at in our music, what’s this symbol, what’s this word mean. There wasn’t 
any time specifically set aside for that. I thought they were actually kind of 
lacking. And it was a class that was really naturally talented, but I think it was 
kind of lacking. 
Steve identified what he perceived to be shortcomings in the middle school chorus 
program. His time spent observing was informative and enabled him to think about the 
chorus at his high school and the middle school as a comprehensive program. The 
instructional decisions and planning that Steve made for his students took into 
consideration their experiences beginning in the sixth grade. He suggested that the 
observations of the middle school students provided important insight: 
It kind of gave me a glimpse of well if this is what she’s doing with this one class, 
it must be similar to what every class is doing. So what don’t they know, what do 
they know, what do I think that they should know, and then I built it off of that. 
Steve used what he learned from his time with the middle school chorus to 
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determine the best way to meet his students’ needs when they arrived in the ninth grade. 
He primarily considered the rising ninth grade students’ development in music theory and 
sight-singing, and to a lesser extent, vocal technique. 
Choosing repertoire. The single most important effort of Steve’s planning 
happened prior to the beginning of a school year. During the time leading up to the start 
of school, Steve selected literature for his choirs to sing. He spoke about the significance 
of his repertoire choices in planning instruction and performances for the school year: 
Oh absolutely, planning out the entire arc of the year. I do a lot of—a ton of 
research in picking out which music I’m actually going to perform. And that kind 
of drives what I’m going to do for the year pedagogically, to make sure they have 
the background knowledge that they need to be able to perform the music.  
Steve acknowledged in the previous statement that his repertoire choices 
determined the scope of the instructional year in terms of pedagogy and that he needed to 
ensure that his students were equipped with the skills that were required for the music he 
selected. Other choral directors might employ a different process by first determining the 
scope and sequence of skills and concepts and then selecting choral literature that 
provides the appropriate challenge for those skills and concepts. 
Concepts in context. Context was important to Steve when teaching concepts. He 
directed his students’ attention to concepts that occurred in the music they were learning 
for performance. Steve briefly explained how he used repertoire for this purpose:   
I’ll never teach them unless I have a piece of music that we’re rehearsing that has 
it in there. Because then you can actually look in the music and you can say OK 
what is this—how does this follow, look at the sentence that you’re saying. If you 
take the words out and make it poetry, how does the poetry read? Where can you 
follow where it actually goes that it makes a sentence? Those are specific things 
that I’ll move around throughout the year to make sure that are connected to what 
we’re actually doing in class versus just some abstract concept. 
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By learning concepts through the repertoire, Steve sought to give his students 
opportunities to make connections. Without the repertoire, he believed that the concepts 
were abstract. For example, rather than just discussing the concept of choral balance and 
how to address melodic versus harmonic dynamics, Steve used a section in an 
arrangement of “Beauty and the Beast” to teach choral balance. The students rehearsed a 
passage where the first altos sang the melody and the other voice parts sang 
accompanying harmonic parts. Steve made sure that his students were sensitive to 
balancing this section by not overpowering the melody in the first alto part. 
Teaching new repertoire. Steve described a layered learning process that was 
determined by a selection his choir rehearsed and performed, “Daemon Irrepit Callidus” 
by György Orbán: 
It’s a really cool piece. It was so aggressive that we had to take a step back on 
everything. We started at the beginning—the words, once you just take a step 
back and you just read the Latin, it’s not hard to pronounce, but the tempo that it 
goes at—it’s hard to get that in there. We even took a step out and didn’t do 
words right away. We just did rhythms and just did count singing. We just did all 
this kind of stuff, and then added in the words. And we even took a step back and 
looked at what key it’s really in. It’s in one specific key, but it has some other 
sharps and flats that are consistent throughout. We took a step back and didn’t 
have any dynamics or any phrasing. We didn’t worry about breathing. We just 
took a step back and determined what was going on rhythmically. It is so intense, 
and then slowly, but surely, we added that in. 
Steve explained the process he used when he started working on this selection: 
First, he had the students simply read through the text. One element at a time, he added 
additional aspects, such as rhythms and dynamics, as they learned the piece. Steve told 
me that the process was, in part, dependent on which choir he was rehearsing: 
It depends on the choir. My advanced group tends to be better readers—music 
readers. We don’t have to spend as much time plunking out notes on a piano or 
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going over and over. So for them, they’ve kind of gotten used to the fact that if we 
sight read through something, I want them to just go through it. I know they’re 
going to make mistakes, and I tell them to keep on going, make the mistakes, 
trudge through, and then we’re going to go back and fix it. When we go back and 
fix it, then I can say now look at this phrasing here, and, you know, try not to put 
a breath there. We can make this grow here and add a crescendo. OK, now do it 
again. As we go back they notice, OK, I missed this note on beat three. OK, I’m 
going to fix this pitch this time, and I’m also adding a crescendo here. And then 
we’re going to go back and I’ll say over articulate this consonant, and add this. 
And they’re going to fix another pitch, and so with my advanced class, I’m trying 
to do all of that at once, because I think they can handle it. 
Steve limited the amount of elements the students needed to focus on for each pass. His 
process allowed for many opportunities to demonstrate mastery over a repetitive process 
that is cumulative, but he used a different method for his advanced singers. In the 
advanced group he tried “to do all of that at once.” 
In another description, Steve described a different rehearsal process with another 
choral piece. The requirements of the repertoire helped Steve determine how the 
instruction needed to unfold: 
But then there’s some pieces we did—one that’s coming to mind is Stroope’s “I 
Am Not Yours.” It’s this incredibly slow—it’s split into five parts. It’s this 
incredibly slow piece in contrast to the Orbán piece. And it feels like, if you sing 
it without any type of phrasing and any type of motion it’s just—there’s no 
interest in it. It’s got this feel of a natural swell growing to the places where 
there’s this dissonance and then it pulls back. If you don’t add that it in right 
away, I just feel like there’s this loss of energy in the sound. Then it starts to just 
fall flat right away, regardless of what you’re doing with vocal production. I feel 
like it needs to be there. 
Steve altered his approach in teaching the Stroope selection to his students. In this case he 
incorporated more elements simultaneously, especially the dynamics, instead of 
introducing them one at a time. In the previous two examples, Steve made instructional 
choices as a result of the repertoire being rehearsed. He also chose the repertoire in part 
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for musical concepts he wanted to teach in the context of choral literature. 
Musicianship in rehearsal. After observing Steve work with his choirs, I asked 
him to describe different aspects of his approach to rehearsing. In rehearsal, Steve’s 
pacing was purposefully fast, and he chose to move through a lot of different activities as 
a means to maintain time on task:  
Looking at what I’m doing now, I try to move very fast in class. I jump from one 
topic to the other pretty quickly. We’ll rehearse a song. We’ll talk about some 
music theory. We’ll rehearse a song. We’ll do some sight-reading. We’ll talk 
about some vocabulary, and we’ll go back to another song. I try to move pretty 
quickly to keep their attention. 
I also asked Steve to describe the way he arranged his students in his classroom 
for rehearsal. From my observation, the seating was traditional, with students grouped 
into voice part sections. Steve shared his approach to seating and explained some 
pedagogical choices with regard to the blending of voices: 
It’s mostly sectional stuff. Every now and then we’ll switch up. I do have more 
with my one advanced choir. I kind of have a very liberal seating arrangement. 
Unless it’s a discipline problem, or there’s a flat out intonation problem, like—
Usually I do assigned seats, and then sometimes I’ll go out and say, “OK, your 
voices don’t blend,” and I’ll move them around for that. I usually, every couple of 
weeks I have all my students just pick new seats. I think the advantage of singing 
next to other voices is beneficial. Hearing how they can blend with other voices, 
and not getting stuck with the same person for the entire year. So, we switch 
pretty often, but for the most part they’re still in voice parts. 
Steve gave his students some freedom in choosing their own seat within a voice part 
section, but encouraged them to change frequently throughout the school year to 
experience singing next to different voices. He mentioned vocal blend as an issue for 
adjusting seating and described a scenario where he intervened and changed students’ 
seats. 
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The feeder middle school choral program influenced Steve in his planning for 
instruction, and he recognized the importance of his relationship with the middle school 
choral director to the success of his program. He noted a lack of emphasis on sight-
singing instruction at the middle school. He described changing from the use of scale 
degree numbers to using solfège, despite the fact that the middle school did not join in 
this change. With regard to new students joining his program, Steve placed priority on 
vocal pedagogy instead of musicianship. Grouping his students in separate choirs by 
ability level, Steve differentiated instruction to meet his students’ needs. One of his 
motivations to include musicianship instruction was the requirement of adjudicated 
performance assessments. 
Sight-singing. At the time of the study, Steve had recently changed from using a 
scale degree pitch–number system to using movable do tonic sol-fa. This is often called 
solfège. This was his second year using solfège with the students in his choral program. 
The middle school chorus that feeds Steve’s program, however, did not make the switch 
to solfège. The choral director at the middle school still chose to use scale degree pitch 
numbers. Steve reported, “This makes it that much tougher for my freshman students 
who use solfège for the first time when they come to me.” I asked him if he had any 
conversations with his middle school colleague about the switch. I was curious about why 
they didn’t choose to make the change together, or start the change with the sixth grade 
chorus and then let the change follow each consecutive year until all of the students in the 
combined middle and high school choral program were using solfège. He shared, 
We’ve talked. It just hasn’t happened yet. I think she’s just got a lot of things on 
her mind where hopefully it’s—it’s going to happen soon. I think she was worried 
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about the same thing I was. Are they going to be excited about it, or are they 
going to fight me about it. Is it really going to work? I think if you just do it cold 
turkey, or maybe at the end of the year after you’ve done performance 
assessments—Maybe for the next few months use solfège and then see how it 
goes from there and add it in, but it hasn’t happened yet unfortunately. 
Knowing that this change might present some difficult challenges, I asked Steve if 
he was committed to using solfège regardless of what the middle school director was 
doing with the middle school chorus. He responded, “Absolutely. It’s a better system.” I 
considered how he managed the change from numbers to solfège. In one of our 
interviews, Steve stated,  
Well, the first year it was different than the year after. The first year was kind of 
going cold turkey with everybody. With my freshmen the first week or so I’ll go 
through a couple of examples using numbers, knowing that’s what they’ve been 
doing. Then we’ll kind of transition from there and we’ll look at a diagram. I 
think I have it in my classroom. I have a poster of all the different hand signs and 
the syllables. So, we’ll kind of compare what is do? [scale degree 1], and then on 
from there. I won’t necessarily jump straight into singing sight-reading examples, 
but maybe I’ll sing 123454321, and then I’ll sing it on solfège and have them 
mimic me. I’ll have them just do the hand signs of whatever symbols, or whatever 
pitches they’re singing and then have them mimic me. We kind of go through a 
process of not really putting it into sight-reading, but just kind of mimicking what 
I’m doing to get used to the hand signs are in relation to what pitches you’re 
singing before we actually put into sight-reading. When I start using melodies, I 
start them very simple. Even if they’re, as a class, good at sight-reading with 
numbers and can do intervals of a fifth or fourth or whatever. I’ll keep it pretty 
simple. Just quarter notes with stepwise motion and slowly work into adding 
eighth notes. Then I slowly work into adding intervals and dotted quarter notes. 
Just kind of build it up from there. We kind of take it back to square one because 
they’re adding this new element. I don’t want to jump in too much if they’re 
adding in all these advanced concepts and learning on a whole new system. I try 
to have them mimic me first, just singing scales or melodies that I pick off the top 
of my head. They can get used to that while taking a step back in the sight-
reading, and then build back up to where they were with numbers. 
Steve continued to describe the primary focus of his sight-singing instruction. He 
had to adjust his approach because of the change from scale degree numbers to solfège. I 
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inquired about how he differentiated content between his advanced ensembles and his 
freshman choir, and he responded: 
I still keep it to mostly pitches and rhythms. Every now and then with my 
advanced group I’ll start adding some stuff in. It’s really nothing extravagant, just 
a few breath marks, a few crescendos, decrescendos, but it’s mostly just rhythm 
and pitch. I find that especially for my younger kids it’s just too much for them to 
process to try to do all that at once. 
Lastly, I wanted to know Steve’s perspective on the outcome of the switch from 
numbers to solfège. Was he noting an improvement in his students’ progress? I asked him 
to reflect on whether his decision to change was beneficial. 
Well, I think there still is a learning curve just because it’s my second year with 
everybody.  But for several of them it was still their first year. And I think it’s 
going to be everybody’s first year as a freshman for a long time. So, until we 
make the switch where the middle school is doing it as well, I don’t think I’m 
going to see any grand improvements compared to what we have had. Because it 
was a process where they were using numbers from sixth grade forward. Now 
they’re kind of relearning everything after three years of doing it one way. I don’t 
think I’m going to see any grand changes, but the students that were good at doing 
it on numbers have gotten just as proficient as doing it with solfège. So there are 
no negatives to it at least. 
Although Steve had not seen any major improvements, there appeared to be a 
greater amount of activity devoted to practicing sight-singing as a result of learning a new 
system. Steve recognized the challenge of making the switch from numbers to solfège 
without the middle school chorus. 
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New students. Not all of the students that entered Steve’s choral program 
participated in the middle school chorus that fed his high school program. I asked Steve 
how he addressed musicianship with the new students that transfer into his program 
without the benefit of experiencing the feeder middle school chorus. He explained how 
he assessed the needs of new students: 
Sometimes I find that with those new students that are in choir as tenth, eleventh, 
or twelfth graders, sometimes I think they—what they end up needing more help 
with is the vocal production anyway. Because if they’ve never sung before and 
they don’t know anything about diaphragm and soft palette and all those kind of 
things, they tend to grow more if we focus on that rather than OK—What’s a 
staff? What’s a clef? All these kinds of things—With that stuff it seems like it’s 
easier to kind of, I hate to say cram it in. And then the vocal production is 
something that we can really focus on and build more efficiently. 
Steve was not as concerned with things like music theory and sight-singing with new 
students entering his program. Instead, it was sufficient for new students learning 
musicianship to learn a large number of concepts in a short amount of time. He placed 
more emphasis on building a foundation in vocal pedagogy with new students. Steve’s 
primary musicianship plan was geared toward his freshman students as a result of 
changes that had occurred in school scheduling, which led to ninth and tenth grade 
students performing in the same choirs. When they had been separated, Steve’s plan for 
musicianship training was sequenced over two years with an all-freshman choir and an 
all-sophomore choir. The change forced Steve to adopt his new student approach to 
learning musicianship with his freshman group. I asked him to described what happened. 
Sure, and part of that is I just haven’t figured out how to fully adapt to how my 
choirs have changed. It used to be set up that all of my freshmen were in one class 
together, and all of my sophomore girls were in one class together. And then, I 
had my two choirs that I have now; well it was a chamber choir instead of a treble 
choir, and my large choir. I kind of had a system where I had my freshmen 
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learning all of topics, for example, A, B, and C, and then my sophomores learning 
D, E, and F. And then by the time they got into their junior and senior year they 
would have this amount of information underneath their belt. 
I perceived that Steve was not pleased with this change. His solution was not 
necessarily permanent, as he commented that he had not “figured out how to fully adapt” 
to the change.  
Differentiating instruction. The individual students in Steve’s program had 
different skill sets. They represented varying levels of abilities and learning styles. Steve 
offered the following as how he addressed the array of abilities by differentiating 
instruction and content: 
I kind of, to combat that, I try to, the very first couple of weeks of school, I 
assume that they know nothing to try to get the bearing of where they are. So we 
start rehearsing music and then we jump into doing some musicianship, music 
theory things and I literally start from the basics. So hopefully speed through it so 
that the people who are more advanced aren’t bored, but at the same time to try to 
catch everybody up to where we are. It is so varied. You have some people that 
have been taking piano for ten to twelve years, and some people who have never 
taken a music class before. So it really is the extremes of everything and it is kind 
of hard to manage that sometimes. If I have my advanced choir, even though they 
may be advanced singers, they may not be the same musicianship-wise. 
Although Steve sought to address the different ability levels of his students, he 
described one of his aims as trying to eliminate any variety in students’ degree of skill, 
“to try to catch everybody up to where we are.” It appeared to me that Steve pursued a 
course of differentiated instruction for the purpose of grouping his students in choirs by 
ability levels. This allowed him to offer separate choirs for advanced skill level singers 
and intermediate skill level singers. Steve’s use of differentiated instruction, however, 
was not for the sole purpose of meeting the needs of individual students and their unique 
progress. 
  127 
Instructional materials. I was surprised when Steve told me that he did not use 
any published materials in teaching musicianship. It has been my experience that 
colleagues have picked and used what they have determined to be the best parts of 
different published materials in their teaching. Using published materials does not mean 
that a teacher must adhere to the suggested scope and sequence. Grieser (2014) reported 
that music teachers with more experience used personally-generated exercises, instead of 
other resources. Most of my peers, however, have used published materials to some 
degree. Choral directors can address one of the perceived hindrances in balancing 
pedagogy with performance time by using published materials. In addition to thinking 
about how to best use instructional material, creating custom material and developing a 
scope and sequence can consume a fair amount of time. Published materials are readily 
accessible and designed, for the most part, for immediate use in the classroom. Steve 
acknowledged that he was not in favor of published materials for teaching the elements of 
musicianship: 
And then for me, I find I don’t use any music theory, sight-reading, or ear training 
books. I make up everything on my own; because there’s no way that any book is 
going to know the different levels in my class. 
Steve considered creating his own material a more effective means to custom 
tailor content to the needs of his students. I agreed with Steve that the materials do not 
distinguish the ability levels of students, but that is not their inherent function. His issue 
with published materials appeared to be centered on the concept of differentiated 
instruction. I was surprised that he was not able to differentiate the instruction by 
choosing the appropriate published material. Steve went on to explain his procedure for 
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creating his materials with an example of a sight-singing exercise: 
That way I can write a couple of different examples for one day. Maybe I’ll throw 
up a real simple example and they’re breezing through that and in just a couple of 
minutes let’s go on and let’s do a harder one today. Maybe I can put a smaller, 
shorter, easy example on the top of the board and a harder example on the bottom 
half of the board, and have the more advanced students look at the harder one. 
They’re kind of doing something different at the same time, maybe they’re in the 
same key, or maybe they line up. 
I was interested in knowing more than just the procedure for presenting sight-
singing examples to the choir; I wanted to know what Steve’s process was for 
determining the content of the examples, and the scope and sequence he employed. I 
asked him about the planning he did for selecting content knowledge. Steve shared with 
me an outline he had created with a sequence of music theory content specifically 
designed for his freshmen choir and explained: 
I’ve written an outline for what I would like them to know as far as music theory 
that first year. If not every day, at least every other day we take some time to 
study some music theory. We take some time to just specifically do that out of the 
context of the rehearsal. And I have this set of things that I want them to do, but 
sometimes I’ll rearrange what order that is. If I know that I have a song that has a 
dal segno in it, I’ll rearrange that so we are studying that right before we get to 
that in the song. And when we get to it in the song, we say OK this is what we just 
talked about; let’s see what it really does. Where does it change how we sing the 
song? So, I use it sort of in that context rather than in sight-singing. 
Steve told me that he had formed the outline through an experimental period when he had 
first arrived at the high school: 
When I first got there I think it was kind of trial and error. I just started jumping 
into what direction I thought they should be going in, and then half way through 
the year I sat down and thought, wait, I don’t know what direction I’m going in. I 
just kind of use it as an outline. And then, with each class I use those first couple 
of chapters to figure out where they are. Then I can kind of tweak the rest. Maybe 
the class happens to be really good with major key signatures already, so we can 
shift some things around. But, if I’m looking at a blank slate, that’s just kind of 
the ideal situation that I follow things through. I have made some quizzes to kind 
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of go along with the content that’s in there. I can use them or I can alter them. I 
can change some of the things to specifically fit the class. As far as the materials 
are concerned, I look at it in class. That’s where I’d make up stuff for each class, 
sight-reading examples and other examples with Finale. 
I asked Steve if he could share with me some of the other materials that he 
created, expecting that this would include an enormous amount of documented work. He 
gave me only a few examples of melodic exercises that he had created for sight-singing 
practice. Steve also presented me with the content outline and sequence he uses with his 
freshman choir. These were the only items that Steve could share, because, as he 
explained, 
I really don’t have any kind of written down map. I definitely have in my head the 
steps that I want to get them through. I find that by creating the examples myself, 
I can tailor it to them even more. Even to the point that I have my two freshmen 
classes, and if they’re not on the same page, as far as musicality, maybe one of 
my classes is doing really good with intervals and I can start working on the 
tougher intervals do to fa or do to la or something like that. And my other one is 
still stuck on counting even rhythms, then I can tailor one of them to having more 
complicated rhythms and focusing on these intervals that we’re working on the 
other one I can make the simpler rhythms just adding in the dotted quarter notes. 
I worried, without some substantive written plan, that sequence and accountability 
would be an issue. How would Steve be able to ensure that his students were progressing 
in manageable and incremental steps as they learned new skills and concepts? Was he 
worried that some content might be overlooked? He could use published materials and 
still adhere to the tenets he had outlined, particularly meeting the specific needs of 
students and differentiated instruction by adjusting and tailoring sequences of content. As 
I posed my concerns to Steve, he was confident and assured me that his way was 
working: 
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But, no, I don’t have a written map, so to say. I just kind of go by what I feel each 
class needs in order to get where I think we need to be - mostly for performance 
assessments. 
To a certain degree, Steve’s response here confirmed my concerns. In addition, 
his apparent objective for getting his students where he thought they needed to be was to 
prepare them “mostly for performance assessments.” Steve’s impetus for including 
musicianship instruction was, in large part, for the requirements of the adjudicated 
performances. 
Directed listening. During our conversations, I asked Steve whether he used any 
directed listening activities with his choirs. Although he characterized the following 
activity as a tool for classroom management, his description revealed a well-designed 
directed listening activity that addressed many aspects of musicianship:  
I used to with my freshmen. It was more of a classroom management thing more 
than anything else. My freshmen used to be during my third block class, which 
was split in half by lunch. I would have them for an hour, they’d go to lunch for a 
half an hour, and then they’d come back for 30 minutes. I found that a half an 
hour was ridiculous. So, after they came back from lunch we would do a listening 
example. I had a song prepared ahead of time. When they came back from lunch 
they would sit down and have a little journal that they would get out. I’d have 
some specific probing questions about all of the pieces. They would write down 
the song, the composer, the arranger or whatever there was. And, then there were 
some specific things like, what mood does this evoke? If it’s in a foreign 
language, what language do you think it’s in? Just to kind of have a dialogue 
about it, and then we’d talk afterwards about the song. What they thought about it. 
We’d talk about the difference between whether they liked the composition versus 
whether they liked the performance. And, what was good or what was bad about it 
compared to things that we’d been doing. Did you notice any parts of the music 
that did repeat? Were there any things that we were looking at music theory-wise 
that happened in that song? I would specifically find something that happened in 
that song. It seemed to work pretty well. 
Much to his disappointment, Steve stopped incorporating this activity when the 
class was scheduled at the beginning of the school day. As a homeroom class, Steve 
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shared that there were many school-wide homeroom tasks and announcements that were 
using up rehearsal time. He did not feel that there was enough rehearsal time to continue 
the listening activity. I shared with Steve that I thought there was a benefit for his 
students with directed listening, and he agreed: 
There is, and my freshmen got moved to my first block, and then with the 
addition of all the first block stuff that comes with that, with morning 
announcements, the class feels like it’s shorter, and I ran out of time to do that 
effectively and still fit in other rehearsal activities. 
Assessment. Steve discussed in our first interview that he chose instructional 
content based on the needs of his students in order to perform the repertoire that was 
chosen. He focused on their content deficiencies to help them meet the instructional goals 
he set. I asked him to explain how he determined their weaknesses. 
A lot of it is more of an informal thing. Like I mentioned I do some incredibly 
general music theory at the beginning of the school year to find out content-wise 
where they are, but a lot of it is mostly informal. 
The informal nature of the pre-assessment he described, in this case, was reminiscent of 
his experiences as a choral student. There was an informal nature to his method of 
checking on the accountability of musicianship growth of students who had never been in 
chorus before. He relied on the help of his students to monitor new students’ progress in 
musicianship. Steve observed students gaining skills and knowledge from their peers: 
We do a lot of review for some of the kids that come in and have never been in 
chorus or music before, they kind of learn by assimilation and kind of checking 
on their buddy to see what’s going on. 
I inquired as to how Steve assessed musicianship once he had decided on the 
content he planned to include in his instruction. Of particular interest were the different 
types of assessments he employed, and the frequency in which they occurred, in order to 
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understand how Steve managed and documented the development of musicianship in his 
students. He responded, 
More so—I do them, but I do them more in my freshman choir. My freshman 
choir typically every other week, we’ll do some type of assessment. So, one week 
it might be a music theory quiz. The next week it’ll be a sight-reading quiz, and I 
usually do that in duets. The week after that it might be a singing quiz for eight 
measures of a song that we’re working on. My upper classmen choirs—I don’t do 
them quite as often because they have a bigger concert schedule that we have to 
get through. I still do something with them, probably every three weeks or so. 
His response revealed a perceived challenge for the more advanced choirs, of balancing 
pedagogy training with the learning of repertoire in rehearsal (Freer, 2011). Preparing 
music for performance had a higher priority than assessing students. The frequency of 
assessments was higher with his freshman choir as opposed to his concert and advanced 
treble choirs. The latter two ensembles had more performing engagements and had to 
learn and prepare more repertoire in comparison to his freshman choir.  
Steve used assessments in the freshman choir to determine the progress and 
ability of individual students, which in turn provided him an overall accounting of the 
choir. He used the assessments to identify student skills such as vocal technique, 
intonation, reading rhythms, and music theory knowledge. I asked Steve his thoughts on 
balancing the needs of the individual student in his chorus versus the needs of the 
ensemble. He stated: 
To a certain point, you have to look at the entire group. Because it really is, as 
cheesy as it sounds, you’re only strong as you’re weakest link. If you don’t work 
on the individual people, and if you don’t work on the smaller sections to build 
the bigger part of the group, it’s not going to succeed as a group. So I think you 
probably have to start with the individuals, and then work your way up to 
focusing on the group, if that makes sense. 
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Steve acknowledged that the instructional emphasis must begin with the 
individual student. Moving around among the singers during rehearsal, instead of 
remaining in a fixed position in front of the choir as Steve described, can provide an 
opportunity for a choral director to hear individual voices. Steve and I discussed different 
strategies that he used in order to hear the singing of the individual students in his choir. I 
shared that moving around during a rehearsal could serve as an informal means of 
assessing students. Steve shared the following: 
In my large group I’m constrained by the size. As you could see my room is really 
filled up, and there isn’t much room to walk around without stepping over people. 
I do it a little differently with my freshman and my advanced group. With my 
freshman I’ll kind of walk around them a little bit more. Maybe I’ll conduct from 
standing over by the sopranos, and walk in between rows or whatever. In my 
advanced group, I have them walk around. 
Steve created opportunities to hear the individual student voices in his freshman 
choir and his advanced treble choir. He stated that he felt that the size of his concert 
choir, 78 students, and the space of his choir room were reasons that prevented him from 
using this strategy to hear individual voices in that ensemble. As we focused only on his 
large choir, we continued to discuss the importance of listening to individual voices. He 
elaborated further regarding the difficulties of hearing the students in his concert choir: 
With my large group, again it’s just more of a time thing than anything; I really 
don’t listen to each of them individually. But if I have any new students I do that 
with them. I don’t necessarily do it one on one—sometimes I do sometimes I 
don’t. It depends on how big the class is, how many people there are.  Like this 
last year when I had, I think it was nine new people; I listened to them in pairs. 
Same thing, just did some ranges, some warm-ups to hear the extremes of their 
range, “My Country, ’Tis of Thee” in a few keys, a couple of scales up and down, 
just to kind of decide where they are. It seems to be pretty helpful. I would like to 
do that with that entire large group just to hear if anybody’s voices really had 
changed. But again, it’s just that it’s more of a logistical issue than anything else 
of why I don’t do it with them. 
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Here Steve mentioned that time prevented his ability to listen to all of the students in the 
large choir. He took the time to listen to some new students who joined the choir, but this 
was a one-time only occurrence. Even though Steve recognized the value of listening to 
his students, he didn’t accomplish this individual assessment due to his perception of the 
logistical challenge with regard to the number of singers and the time necessary to 
complete the task. 
Assessment of individual voices can reveal more than an initial gauge of pitch-
matching, tone, and quality, as Steve described with the new students that joined the 
choir. Periodic assessment can denote progress. Steve described how he assessed 
musicianship on the final exam: 
There is a portion with sight-singing on it. There is also a portion of their final 
exam with a song from their Spring Concert. They’ll sing a section of it, maybe 
sixteen measures or so. I usually do double quartets. So, two sopranos, two altos, 
two tenors, two bass, and a small sight-reading that’s similar to what you would 
do like a District Chorus audition. The sight-reading I do individually. The piece 
from our concert is done in the double quartets. 
The final exam represented a culminating assessment that marked the end of the 
course. I asked Steve about other periodic assessments of individual students that 
occurred throughout the school year to help students prepare for the final exam. For 
example, in the case of the sight-singing on the exam, I wanted to know if the students 
completed previous assessments as a means to prepare for the final exam. He replied, 
Not individually. And I really should. No, all of the stuff before then is really kind 
of informally assessed as a group. I don’t make it a large portion of their grade on 
the exam, but it’s just a small portion of it. 
I was surprised by this response; not having any benchmarks throughout the 
school year puts the individual singers at a disadvantage in preparing for the final exam. I 
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asked how students determine their own shortcomings in order to work on improvement 
prior to the exam. Steve answered and used the characterization “informally assessed.” 
This reminded me of his accounts of his experiences as a student. It was encouraging 
when Steve acknowledged that he should give his students more opportunities. 
Without knowing how each student was progressing in some detail, I asked Steve 
if he was ever surprised by the results. For example, did some students unexpectedly 
score high on the final exam sight-singing? 
Yeah, and it kind of makes me rethink sometimes whether or not I should have 
put them in the auditioned group. Maybe they bombed their audition, but they 
really had it. Maybe they’re just not good at auditions. Maybe there’s something 
about that that’s different. It also makes me rethink sometimes what leadership 
position I should put them in for next year. Maybe I’m seeing them advance more, 
and I can push them more to have them hopefully their senior year be in the 
advanced group or something like that. 
Although Steve appeared to understand my concerns, he focused on choir 
placement instead of the lack of assessment. He questioned whether his potential 
unfamiliarity with individual student ability was the reason for an incorrect choir 
placement, intermediate or advanced. I inquired if the opposite scenario ever happened on 
the final exam. Did a student he expected to score high receive low marks for their sight-
singing? 
Oh yeah. All the time. And it’s unfortunate. It really makes me rethink again, 
what they are doing that makes them look as though they’re performing well. One 
of the things I saw at conference a few years ago, it was a sight-reading 
conference—or session. And the presenter had everybody sing a melody with her. 
And she just started singing on loo, just a regular tonal melody, just using diatonic 
steps, just jumping around, and she asked everybody to sing it with her. Nobody 
knew what she was singing, but the split second after she sang a pitch, the entire 
group, who were educators so we’re pretty quick at it; we sang the pitch the split 
second after she did. And you know—it makes me think that, is that what this 
student has gotten really good at doing? Or did they just make a mistake with 
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their sight-reading and have like an off day? It makes you kind of re-evaluate how 
you’re addressing the whole group to make sure that everybody is achieving to 
their best. 
As Steve reflected, he was reminded of a conference presentation that offered a 
possible reason for why his expectations of student sight-singing performance might be 
inflated. He did not offer or suggest that more frequent assessments of student progress 
might give a more accurate portrayal of their potentials. Steve outlined excellent reasons 
for periodic assessment as a tool to track student progress. I am convinced that his 
reliability on what he characterized as informal assessment gave him a false impression 
of individual student abilities in his choirs.   
Steve listed three forms of assessment in the syllabus for his choirs: participation, 
performances, and tests. I discovered a possible relationship between the assessments he 
used and the ones he experienced as a middle and high school student: A large portion of 
his assessment included informal observation that was not recorded. Steve acknowledged 
that he devoted little time to assessment because of the time requirements of learning 
repertoire. On the final exam, Steve required each of his students to sight-sing a melody, 
a manifestation of musicianship as part of performing-and-listening (Elliott, 1996–1997); 
however, this was the only time this type of assessment occurred during the course of the 
year. 
Identifying student leaders through musicianship. Steve identified students 
who were taking control of their own progress in musicianship. In some instances, after 
identifying these students, he acknowledged their growth by creating student leadership 
  137 
opportunities. Students also recognized the progress that their peers were making. Steve 
described how he identified students who were excelling in their musicianship skills: 
You see who is the first person out to—when they make a mistake are they 
writing it down in their music. Are they, at the beginning of the class, playing 
something on the piano that they did at their piano lesson? I think it’s a natural 
thing that you look for. And, I think it helps you as a director to know who that is 
so in the future you can, like you talked about earlier, say, OK well, the sopranos 
are having an issue here. This person can work with them for a second because 
you know they can trust them. You know that you can trust them. You know 
they’re going to work their best, the way that they know it should be. So I think 
everybody instinctively does that—finds those people. 
I asked Steve if he was worried that a lack of musicianship might limit a student’s 
effectiveness as a leader if the task involved some aspect of helping students improve 
with their own musicianship. He responded: 
Sure. There will be times when—if there is a student that’s like that, they play 
piano, I might ask them to play piano on a piece of music. I might ask them to 
lead warm-ups for a little while. I might ask them to kind of jump in in a different 
way in a leadership role rather than doing that. Especially in my larger group it 
gets harder to do that. It gets harder to find a way to have something for 
everybody to do with 80 people in a classroom. It’s challenging. 
Steve chose a vice-president for each choir who was essentially a student 
conductor. He selected an individual with the necessary musicianship and leadership 
potential to lead the entire choir or conduct a sectional: 
I have a set of officers in each group. And more or less that’s what I kind of use—
the vice president of each class for. It’s an officer that the class doesn’t elect. It’s 
someone that I would pick. They would apply for it at the beginning of the year. I 
tend to pick somebody who I think is going to have a little bit better musical skills 
than everybody else, hopefully plays piano a little bit, or has amazing sight-
reading ability. I’ll also use that same person if it happens to be at the beginning 
of class, and I get a phone call or a visitor. I’ll ask that person to start warm-ups, 
or start rehearsing a section of a song, hoping that I’ll be back in a couple of 
minutes. I definitely have people that I use. I use those vice presidents in that 
situation where I’ll say, hey look this just isn’t working. There’s a keyboard up in 
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my office. Go in there for ten minutes, hammer out some notes, and see if you can 
fix this rhythm, et cetera..  
During one of the rehearsals, I observed a student conducting the advanced treble 
choir. They were rehearsing a four-part a cappella arrangement of “Beauty and the 
Beast.”  While the student conductor directed the students, Steve’s role became that of 
the rehearsal accompanist, offering support from the piano. The student conductor was 
leading the singers both with gesture and verbal instruction. While the students were 
actively engaged in performing-and-listening, the student conductor demonstrated a 
codependent action of musicianship through conducting-and-listening (Elliott, 1996–
1997). I asked Steve about the student. I was curious how he had chosen her, and to what 
extent her participation had been with the selection the students were singing. He 
responded, 
She was my choral department president. So, any time that I wasn’t there she was 
in charge of running a short rehearsal. And there were times throughout the year 
where I said hey, I want you to lead warm-ups so I can type this email real quick. 
Or, somebody is coming down to the room; can you run this section of the 
rehearsal? Plenty of times, before they would ever start rehearsing, we’d take 
some time and sit down and go through, kind of mapping out what they would do 
as far as like a lesson plan and rehearsal strategies, and work on conducting stuff. 
Steve explained that this student had done all of the teaching for the single song, 
including selecting the song with Steve’s approval. I was impressed with the student’s 
ability to lead, and the attention to various musical details that were being addressed with 
the choir. Steve was placing value on this student’s musicianship and giving her a 
sizeable opportunity to direct her peers. She had participated in Steve’s choral program 
for four years, and grown in her musicianship ability. The student conductor’s 
development, though, was not solely the result of Steve’s instruction. She studied music 
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outside of school through private piano lessons and participation in church choir. He 
conveyed to both her and all of the students that he believed the student conductor was 
capable in her musicianship, and she received the admiration and respect of her peers. I 
expressed to Steve how great I thought this was for both the student and her peers. I told 
him that I needed to give my students similar opportunities. Steve told me that he first 
selected a student conductor for the advanced treble choir last year, and that it was very 
successful. I asked if he planned to continue using student conductors. Steve noted, “Its 
kind of building a cool tradition maybe, where people are getting so excited to do that. 
Now they’re going to want to observe what goes on in a rehearsal more.” 
The student conductor was directly influenced by Steve’s instruction, as he both 
modeled and guided musicianship. Just as Steve addressed musical elements in a step-by-
step approach, contrary to the guidelines offered by Abrahams and John (2015), the 
student conductor often addressed pitches and rhythms isolated apart from dynamics, 
phrasing, and aesthetic elements. As the rehearsal continued, the student conductor 
layered and added musical elements by having the choir practice the same section or 
phrase with several repetitions. Watching the student conductor rehearse provided some 
confirmation of my observations of how Steve taught musicianship as I identified a 
similar instructional approach. 
Challenges. Steve recognized that there were some aspects of developing 
musicianship that he was not able to pursue because of perceived barriers. I discussed 
these challenges with Steve as he reflected and sought solutions, and I offered some 
suggestions from my own teaching experience. 
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Peer teaching. We talked more about musical leadership opportunities for 
students. Steve thought that more opportunities would help to raise the overall 
musicianship of all of his students. We brainstormed about what kinds of things students 
could do apart from being a student conductor. Steve commented on the use of peer 
teaching in his choral rehearsals “I have in the past, and I wish I’d do more, but I honestly 
don’t.” 
I asked Steve if a lack of rehearsal time was the reason why he stopped using peer 
teaching. He said, 
I think so. And I think honestly some of it might be I’m just kind of stuck in a rut 
at some points where I know that this will just work if I do it this way. I know it’ll 
work if I do it this way, but I haven’t. 
It is a common practice to select the best musicians and singers from each voice 
part section to serve as section leaders. In response to whether or not he used section 
leaders in the choirs, Steve stated: 
Not really. I should but I haven’t. I started using them a few years ago in my 
advanced group. And I actually had four specific places I could rehearse with a 
small keyboard or piano or something and we’d go out and do some sectionals. 
I’ve just kind of drifted away from that. I really don’t have any excuse why I 
did… why I drifted away. 
One of the reasons Steve abandoned the idea of peer teaching was that he did not have 
the extra space for sectionals that he once enjoyed. As I probed, he confided that he was 
concerned that not all of the students would be ready enough in their musicianship to 
serve as section leaders. The idea of using a more student-centered approach in 
instruction was less of possibility in Steve’s view for his largest ensemble. He perceived 
that the large number of students the concert choir required him to exert more authority. 
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Steve justified that assertion by addressing the differentiation that is required for 
instruction in that choir due to the wide range of ability levels:  
I tend to be very, much more controlling in that class. I don’t let things get off 
topic. I don’t let us stray away from what we’re doing. I tend to be more 
regimented in my planning for that class. There’s that mix of levels in there where 
being, I feel like being that rigid in my planning kind of helps with that. And 
helps me kind of look ahead to differences that they’re going to have, and how I 
can address them. 
I suggested that he could start small by soliciting student ideas on how to interpret 
some of the musical and expressive ideas in the repertoire that was rehearsed. Students 
could suggest their ideas, and then the choir could immediately try them, providing quick 
feedback. All of the students could then comment and discuss which interpretations they 
thought worked the best and why. I asked Steve if he had invited his students to 
participate this way in a rehearsal. He responded: 
Sure. I do that all the time. I have no problem with asking them for their opinion 
on these kinds of things. One of the conductors that I saw that I think did that the 
best was Eph Ehly. He seemed to be so flexible. He seemed to be so in touch with 
what the kids really wanted to do. He obviously knew the music so well that he 
had the perfect performance in his head, and maybe he had different perfect 
performances in his head. And either one would have been fine, but he seemed so 
flexible with OK try it this way. It didn’t work. Try it this way. Oh that works, try 
it a third way, which one do you like two or three, and they voted or whatever 
they did. It just flowed so quickly, like water. I definitely—I love doing that. It 
gives the kids a sense of ownership in the music too. It gives them a sense of more 
pride I think in the performance, because they help shape it in the way that it’s 
finally going to sound. 
Steve acknowledged that he actively encouraged the input of his students. We 
continued to discuss ways to create opportunities for students in rehearsal. Knowing that 
Steve was in the second year of transitioning his students to solfège, I suggested he 
consider putting students into small groups to work on solfège. Some of the students who 
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demonstrated better abilities in solfège could assist those who were having difficulty.  
Steve told me that he had been thinking about using students in this capacity for some 
time. He wanted the students to think that these types of opportunities were their own. He 
explained: 
I have a plan this summer to meet with my incoming president and two vice 
presidents to kind of plan out some of this stuff. I’m going to try to put a spin on it 
to make it more of their idea, to have much more student involvement. I’m going 
to say this is something I’d like to do, what do you guys think about it and how 
can we make it the most beneficial? Then I’m going to have them bring it to the 
group. If it comes from them, it sounds like something big, new, fresh, and 
exciting. There are so many people interested in conducting and directing and 
rehearsing now. I can make that be a student-centered, student-driven thing, 
where I’m still kind of coaching from the back. Hopefully they’re getting other 
people involved and interested. 
As Steve reflected on the future of his program, he recognized the importance of 
giving students opportunities to demonstrate their musicianship. Students who served as 
student leaders were recognized for their musicianship skills, both by their peers and their 
choral director. Steve considered an instructional shift, moving from teacher-centered 
instruction toward a more student-centered approach. This was a significant 
acknowledgement, and potentially influential to foster a more constructivist learning 
process. 
Time for musicianship instruction. Steve had scheduled times during the school 
day in which to rehearse with his students. Although the potential for additional 
rehearsals existed before school, after school, in the evening, or on a weekend, these were 
not regularly-occurring rehearsal times, and typically happened for special events or 
performances only. As discussed in Chapter 2, actual time spent rehearsing during the 
scheduled class time can often be diminished depending on the amount of nonmusical 
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activities that occur. Steve’s school used block scheduling, and his choirs rehearsed on 
alternating days for 90 minutes. Steve described how he utilized his rehearsal time: 
A 90-minute class is pretty long, so you have to break it up somehow. So there’s 
plenty of time for warm-ups. I try to vary them up as much as I can. Do some 
stretching, do some physical stuff, get it pretty involved. If I do any specific 
breaking out into sight-reading or music theory, I put that in the middle 
somewhere just to kind of break up the monotony of song rehearsal, rehearsal of 
another song, another song. So I’ll usually rehearse a couple of songs and jump 
back and forth in between and the split out to a music theory and then come back 
into a rehearsal. Long term, leading up to each concert, I map out in two weeks 
where I would like to be musically, and then a couple of days before the concert 
here’s where I’d like to have every song sounding. And in that two-week period, 
kind of map out each class period as far as a long term like syllabus. And that’s 
how I kind of formulate specifically what I want to do in each class. But I do kind 
of have that basic outline of the order of each class. 
Steve acknowledged a system of planning the daily rehearsal in addition to 
planning longer, biweekly goals. I thought that an hour and a half would be sufficient 
time to vary instructional activities and rehearse multiple selections, including 
opportunities for musicianship training. I had already observed his fast pacing and quick 
transitions to many varied activities. Steve was happy with the amount of time he had in 
each rehearsal: 
I like it. I don’t feel rushed. I feel like there’s plenty of time to jump in between. 
If you are rehearsing a song and maybe your soprano 1’s just don’t have the upper 
range to do it today, then you can jump to another one and you have time to come 
back to it when they feel better about that upper range and they don’t feel rushed 
or anything. But then again I’ve never taught in anything but a 90–minute 
rehearsal. 
He pointed out that his amount of rehearsal time allowed for some flexibility with 
regard to activities. Although he had a structured plan, his length of rehearsal time was 
such that he did not have to follow his plan rigidly: 
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With 90 minutes, you can switch it around, but yes, the 90 minutes gives you 
plenty of time to do that, take a step back and say OK what can we do in this 
piece differently? Can we add staccato doots, or just change something to oohs 
and ahs?  It gives you that flexibility. 
In terms of time for musicianship instruction, Steve was not as optimistic. His 
positive responses with regard to the amount of rehearsal time and flexibility changed 
when I inquired about the rehearsal time devoted to musicianship training for his 
students. When Steve considered musicianship training, he did not have enough rehearsal 
time. He mentioned factors outside of his control that occurred at school and the pressure 
of preparing repertoire as detractors for devoting time to musicianship instruction: 
I think—I mean I would like for it to be more. I don’t know if I could put a 
number on it, but I think sometimes we do get caught up in that mess of those 
necessary evils that you have to do. Sometimes they detract from it and 
sometimes it ends up being a time issue that’s out of your hands. You had a fire 
drill for this rehearsal, and then there’s an assembly for the next rehearsal that 
they have to get out of rehearsal for. I think, unfortunately, that’s one of those 
things that gets taken away most easiest. You kind of have to get the bare bones 
of the piece in and if you don’t get to that then you don’t really have anything to 
perform at the end of the concert series. So, I think that’s the first thing to go, 
unfortunately, sometimes. 
Steve clearly stated that when time was an issue, he reduced the time devoted to 
musicianship training first. There was clearly a change in Steve’s characterization of the 
amount of rehearsal time. He responded to my first inquiry concerning the utilization of 
rehearsal time by stating that 90 minutes was a long time, which needed to be broken up. 
When I asked how musicianship instruction fit into the rehearsal, the long 90-minute 
class time became filled with “necessary evils,” fire drills, and assemblies. Musicianship 
training became one of the easiest to remove aspects of the class. 
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During our interviews, Steve mentioned a listening activity that he did with his 
choirs. We discussed the benefits of having students spending time listening to different 
choirs and different repertoire. Both of us agreed that the overall musicianship of our 
choirs improved when we engaged them in listening activities. I was pleased that he 
recognized the importance of listening, as listening is a key tenet of the development of 
musicianship (Elliott & Silverman, 2015). Steve briefly explained the process of the 
listening activity for his choirs, and then explained how he had eliminated it due to a 
perceived lack of time: 
I’d do a piece of music that was anywhere from a minute to four minutes long, 
and then we’d talk for a few minutes after that so anywhere from like four to eight 
minutes probably, which is kind of equivalent to the homeroom length. There is, 
and my freshmen got moved to my first block, and then with the addition of all 
the first block stuff that comes with that, with morning announcements, the class 
feels like it’s shorter and I kind of ran out of time to do that effectively and still fit 
in. 
Regardless of the value Steve placed on musicianship training, such as this 
example of a listening activity, he eliminated instruction in musicianship when there was 
a perceived lack of time. Steve thought that his daily rehearsal time with each choir was 
sufficient to allow for flexibility in using a variety of instructional activities. He 
commented that the length of rehearsal was such that he did not have to follow the plan 
exactly. I had observed Steve in rehearsal moving at a rather fast pace through his lesson. 
His characterization of rehearsal time changed when discussing musicianship instruction. 
Steve chose to eliminate musicianship first when he perceived the need to devote more 
time to repertoire. 
  146 
Documents 
Handbook/syllabus. Steve included an overall goal at the very beginning of the 
chorus syllabus, stating that the choral program was a place for students to express 
themselves and grow as musicians. Steve also listed specific content along with student 
outcomes: “Through studying music theory, students will learn to analyze and compose 
music. Through studying music history, students will make connections between music, 
core subjects, and the world around them.” 
Steve included a section on assessment and grading in the chorus syllabus for his 
choral program. He based grading on three equally weighted areas: participation, 
performances, and tests. Steve described participation in the syllabus as the ability to 
work with others, follow rules, and to work toward performance goals. He assigned 
concert grades based primarily on attendance and participation. The test category was 
described in the syllabus as follows: 
Periodic evaluations of each student’s progress will be given in the form of oral 
tests or quizzes and/or written tests or quizzes. Criteria for grading will be 
announced prior to each exam. Some common areas for evaluation include: a 
proper and characteristic tone, correct articulation (style and technique), proper 
posture, rhythmic accuracy, correct dynamics, note accuracy, etc. Student’s 
comprehension of various musical concepts and terminology will be evaluated by 
periodic tests and quizzes. These evaluations may be announced or unannounced 
and will be varied in length and design. Both written and oral tests will be given 
in class. 
Included in this description was a comprehensive list of evaluations for vocal 
technique, musicianship, and content knowledge. Steve’s syllabus explicitly referred to 
oral and written tests or quizzes. In addition, Steve listed numerous performances 
scheduled throughout the school year. 
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Concert programs and repertoire. Steve provided me with copies of concert 
programs, which listed repertoire that had been performed earlier in the school year. He 
also referenced particular pieces in the interviews. In looking at all of the repertoire 
Steve’s choirs had rehearsed and performed up to that point during the school year, I 
discovered that there was some variety of genres and style periods. There were a greater 
number of modern compositions such as “Lux Aeterna,” by Michelle Roueché; “Come to 
Me, O My Love,” by Allan Robert Petker; “Old Horatius Had a Farm,” by Z. Randall 
Stroope; and “The Awakening,” by Joseph Martin. I accounted for five songs that were in 
foreign languages, and two African-American spirituals. Three of the selections were 
from the European-influenced standard choral literature by J. S. Bach, Mendelssohn, and 
Vivaldi. Although the choirs collaborated occasionally with the school band and 
orchestra, accompaniments were solely piano. Steve did not choose a large amount of a 
cappella repertoire, I noted two a cappella selections: “Prayer of the Children,” arranged 
by Andrea Klouse, and “VoiceDanse,” by Greg Jasperse. Absent from the list were folk 
songs; multicultural music; and larger, multimovement works. 
I noted the repertoire listed in one of the concert programs Steve shared with me: 
The freshman choir sang three selections including “How Can I Keep From Singing?,” by 
Greg Gilpin; “On My Own,” from the musical Les Misérables, arranged by Mac Huff; 
and “O Sifuni Mungu,” arranged by Roger Emerson. The concert choir sang “Son de la 
Loma,” by Miguel Matamoros and arranged by Jonathan Quick, and “Moses,” by Ken 
Medema. The concert choir along with the advanced treble choir sang “Jabberwocky,” by 
Sam Pottle. The advanced treble choir sang the spiritual arrangement of “Walk in 
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Jerusalem,” by Rollo Dilworth. All three choirs combined to perform the school alma 
mater, “May the Music Never End,” by Greg Gilpin, and a setting of “An Irish Blessing.” 
I also looked at the repertoire listed in a second concert program that Steve 
provided to me. The freshman choir sang “Winter’s Song,” by Sara Bareilles and 
arranged by Mac Huff; “Winter’s Heart,” by Mark Hayes; and “Mozart’s Fa La La,” 
arranged by Phillip Kern. The advanced treble choir sang “Ding-A Ding-A Ding!,” by 
Greg Gilpin; “The First Noel,” arranged by Dan Forrest; and “Throw Open Your 
Shutters,” by Amy F. Bernon. The concert choir alone sang “Rise Up!,” by Mark Hill; 
“There Is Faint Music,” by Dan Forrest; and “Good King Kong Looked Out,” by PDQ 
Bach. All three choirs combined in performing “O Come, All Ye Faithful,” arranged by 
Dan Forrest.  
In terms of the level of difficulty of music, Steve had selected several pieces, 
which had grades in the state choral literature manual. The levels in the manual were 
assigned difficulty ratings of I through VI, with VI being the most difficult (see Appendix 
D). The freshman choir rehearsed and performed repertoire that was both grades III and 
IV. Both the concert choir and advanced treble choir rehearsed and performed repertoire 
that was grades IV, V, and VI. 
Music theory outline. Steve designed an outline of music theory topics to use 
with his freshman choir over the course of 11 weeks. The document Steve provided was a 
basic listing of concepts, vocabulary, and musical symbols and the sequence in which to 
present the instructional material. I adapted and organized the content of Steve’s outline 
into a simplified table (see Table 1). 
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Table 1 
Steve’s Music Theory Outline 
Week Topic 
1 bar/double line, measure, brackets, staff, tempo, a cappella, anacrusis, whole through eighth note values, parts of the note, treble clef notes 
2 dynamics, treble clef and letters, time signatures, bass clef, and rests 
3 legato, staccato, marcato, accent, breath mark, bass clef and letters, whole through eighth rest values, and ledger lines 
4 sharp, flat, natural, pitch letters on a piano, grand staff and ledger lines, half step, whole step, where in key, and double sharp/flat 
5 tempo changes, F and G key signatures, dotted notes, sixteenth, smaller notes & rests, and flat keys 
6 subito, dolce, modulation, molto, flat key signatures/order, intervals, and sharp keys 
7 repeats, endings, sharp key signatures/order, triplets, key signatures in other clefs 
8 D.C. al fine, all key signatures, moveable clef, and minor key signatures 
9 D.S. al coda, minor key signatures, and major/minor/perfect intervals 
10 all repeats and incomplete measures 
11 chord, arpeggio, acoustics, and missing key signatures 
Steve designed the music theory outline for the expressed purpose of developing 
skills in his freshman choir. He explained that the outline was not rigid but was just a 
guide, and he maintained the flexibility to alter the guide as needed, depending on the 
needs of the repertoire he selected for the choir. He told me that he had created quizzes in 
  150 
order to assess the content of the outline, but he did not share copies of the quizzes with 
me. 
Sight-singing melodies. As Steve elected not to use any published instructional 
materials to develop student musicianship, he presented me with three examples of sight-
singing exercises he created for his students. I never witnessed the use of these examples 
during my observations. Steve had labeled the first example specifically for use with his 
freshman choir. He had composed a unison melody that was eight measures in length in 
the key of C major. I observed that the melody was in common time and began and ended 
on the tonic, and that it was primarily step-wise motion with a few skips outlining the 
tonic triad. In addition, I noticed that, rhythmically, the melody included basic note 
values (i.e., eighth, quarter, dotted quarter, and half), and quarter rests. The second 
example that Steve shared was a two-part, six-measure exercise in E♭ major. This 
exercise was set in common time and used the same rhythmic values as the first. There 
was voice crossing in this exercise, and both parts ended on the tonic. The last example 
Steve shared he had labeled advanced, and it was similar to the first exercise except for 
the many melodic skips that included thirds, fourths, fifths, and sixths. One common trait 
between all three exercises was the lack of rhythmic interest and challenge. As the 
melodic material increased in difficulty, the rhythms remained fairly basic. According to 
Steve, he had composed many sight-singing exercises and presented them in a sequence 
that increased in difficulty over time. He also shared that he was able to custom-compose 
sight-singing exercises that addressed the specific weaknesses of his students. Steve did 
not show me the entire collection of his sight-singing examples. 
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Unlike other concepts related to the development of student musicianship, Steve 
approached sight-singing apart from the context of the repertoire. Steve used his own 
composed exercises in order to teach students sight-singing. And, given the degree of 
difficulty of much of the repertoire that Steve selected, the level of difficulty of the sight-
singing exercises I observed was significantly easier, corroborating the findings of 
Demorest (2001). 
Assessments. Steve showed me a couple of rubrics that he used to assess both 
individual student sight-singing and small group part-singing. The rubric for sight-
singing assessment was very basic and only listed the equally weighted categories of 
pitch and rhythm. The part-singing rubric listed the following categories in descending 
order of importance: intonation, tone, rhythm, breath, diction, dynamics, and phrasing. 
Steve described using this rubric when assessing students on short sections of songs at the 
piano with one student per voice part. 
Gradebook. Steve reported that most of the students had As in chorus, with a few 
exceptions. When I inquired about the exceptions, Steve shared that he attributed the 
grades that were not As to students who missed performances for unexcused reasons. 
Observations 
I observed Steve rehearse on three separate days. The following narratives come 
from my observation notes as I watched Steve work with three different choirs at his 
school. 
Day one. On the first day of observations at Steve’s school, I witnessed two 
rehearsals: the freshmen choir and the concert choir. 
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Freshmen choir. I began my observations with a rehearsal of half of the freshman 
choir. The group rehearsed separately on alternating days and sometimes combined. On 
this particular day, I watched Steve work with a small group of seven sopranos and six 
altos. The students arrived and stopped by the folder cabinet to get their music before 
heading to their seats. Steve was positioned at a small standing desk next to a keyboard in 
front of the students. The sopranos were positioned to Steve’s left and the altos to his 
right. While Steve made some announcements, one student came to the desk and 
completed attendance. Steve asked the singers to stand and he began taking them through 
the warm-up activities. He first had them take a deep breath, hold it for a few moments, 
and then exhale on a held s (spelled [s] using the International Phonetic Alphabet [IPA]) 
consonant to a steady pulse while Steve conducted. Eventually Steve’s gesture indicated 
for them to exhale their remaining air continually on the same s consonant. Next, Steve 
directed the students to stretch their arms up and then down, and then to twist at the waist 
from side to side. He modeled the same movements, mirroring in front of them. Steve 
played a pitch on the keyboard and asked the students to sing descending scales on the 
syllable yah (spelled [ja] using IPA). The students sang five-note descending major scales 
while Steve played the scales on the keyboard moving each subsequent scale a half step 
higher. The next vocal exercise the students sang were major arpeggios ascending and 
descending. Steve called out different syllables for the students to sing the arpeggios and 
also had them alternate the articulations between legato and staccato. 
After several more exercises to warm up the voices, Steve led the students in 
singing a major scale ascending and descending while using Curwen hand signs. Steve 
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sang along with the students and modeled the hand signs. He played the starting pitch on 
the keyboard for the first scale, but the students moved up in successive half steps for 
each scale that followed until they had completed four scales. 
Steve then turned on the multimedia projector and showed the students a single 
rhythm of eight measures and in 6/8 time on the SMART board. The rhythm featured 
basic subdivisions of both notes and rests. Steve tapped a steady beat on the desk and the 
students clapped the rhythm. Although the majority of the students were successful on the 
first pass, I could hear a few errors. Steve must have heard the errors also. He isolated the 
two measures that gave some students difficulty and had each voice part section clap that 
portion of the rhythmic line. After the students clapped, he called on one student to tap 
the steady beat on the desk to keep time while Steve clapped the two measures for the 
students. He had all of the students clap the rhythm once again before adjusting the 
computer to show a single melodic line. 
The melody was eight measures in length, in D major, and featured the same time 
signature as the previous rhythmic line. Steve provided the starting pitch and had the 
students sing a major scale first with the hand signs. Again, he tapped the steady beat on 
the desk while the students attempted to sight-sing the melody using both solfège 
syllables and Curwen hand signs. In this part of the rehearsal, Steve provided students the 
opportunity to demonstrate both sight-singing and audiation as part of performing-and-
listening (Elliott, 1996–1997). I noticed similarities between the rhythm in the first 
exercise and the rhythm in the melodic line. The melody featured some intervallic skips 
that outlined both the tonic and dominant triads, but most of the movement was stepwise. 
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The students did quite well with the sight-singing, and I did not hear any errors as they 
sang. I did notice that neither the rhythmic line nor the melody featured any dynamics or 
articulations. Steve complimented the students on their sight-singing and asked them to 
have a seat. Based on my observations, both the warm-up activities and the clapping and 
sight-singing activities were part of a familiar routine for Steve and his students in terms 
of the structure of the rehearsal. 
Steve asked his students to be seated and to take out “Come to Me, O My Love.” 
As I looked at the score, I immediately recognized that the key was D major and the 
meter was 6/8. It was apparent that Steve had purposely selected a sight-singing exercise 
in the same key and meter, and in so doing fostered the application to the repertoire. He 
asked the students to find measure 35 and to get ready to clap their parts for eight 
measures. As before, Steve tapped a steady beat on the desk as the students clapped their 
rhythms. The lines were similar for the soprano and alto part with two measures that had 
different rhythms. After two passes of successful clapping, Steve asked the students to 
speak the text in rhythm. As the students spoke the rhythms, he reminded them about 
their diction, specifically vowel sounds for several words: love, sing, song, you, and 
home. Steve told the students to keep their mouth shapes tall and to not spread the corners 
of their mouths. 
Steve asked the students to use solfège to sing their parts as he gave the starting 
pitches from the keyboard. He cautioned them about two spots where the voice parts 
crossed. Steve switched from tapping on the desk to conducting as the students sang their 
parts. Because he had them address the rhythm earlier, the students only had to focus on 
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pitch. The students were very successful at reading their parts for the eight measures. 
Steve asked the students to stand as he started playing the accompaniment at the 
beginning of the song. As the students began to sing, I could hear that they were 
performing music they had already rehearsed. Eventually I heard the singers reach the 
eight measures that they had clapped and read through with solfège. Steve stopped and 
commented that this new section needed to be shaped. “What do we need to do?” he 
asked. A few students raised their hands and Steve called on them. Collectively their 
responses included dynamics and phrasing. 
Steve asked them to have a seat and to take a moment to review the score for 
dynamic changes and where they thought the phrases should stop and start. As the 
students reviewed the score, Steve started playing the piano accompaniment. Before the 
students could share their discoveries, Steve looked at his watch and announced that they 
needed to get to the next song. He asked them to remind him about the dynamics and 
phrasing for “Come to Me, O My Love” at their next rehearsal. “We’ll be able to review 
this with the other class when we combine,” he said. 
Steve said that they needed to work on “On My Own.” Some of the students 
smiled, and a few voiced their excitement with “Yes!” and “I love this song!” Steve 
gestured for the students to stand. “Remember what we talked about before,” he said. 
“Think about the character, where she is, what she’s saying.” Steve began the piano 
introduction at the keyboard. As the students started singing, I recognized the work that 
had already occurred. Most of the students were singing from memory and not using the 
score. I could tell that they had worked on details with diction, phrasing, and dynamics. 
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When they finished, Steve complemented them for addressing some of the dynamic 
contrasts. I realized that with Steve playing the keyboard, the singers did not have the 
benefit of his conducting gesture. Instead, the students watched Steve as he moved his 
head to indicate entrances and cut-offs. He also exaggerated his inhalation to cue students 
for their breaths. 
Steve mentioned one spot that he wanted to fix. He was not happy with a unison 
passage of sixteenth notes that came to a cadence with a fermata. Steve asked the students 
to speak the text in rhythm including the pick-up note. The students spoke the text while 
Steve clapped to keep time. He asked the students to clap while they spoke the text in 
rhythm. He reminded them to “keep the vowel tall,” and gave them the pitch for the pick-
up note. He counted them off and the students began to sing a cappella. As Steve guided 
them through the passage a few times, he asked the students to listen. “Make sure you are 
listening while you sing,” he said. He noted that he had heard a wrong pitch in the 
sixteenth note pattern. Steve asked to hear each voice part section make a pass. He 
identified that the incorrect pitch occurred when the altos sang. The sopranos were 
singing the sixteenth pattern correctly. Steve asked the altos to listen carefully as the 
sopranos sang the passage, and he slowed the tempo down a bit. He had the sopranos sing 
the passage several times at the slower tempo. Steve then asked the altos to echo the 
sopranos, but instead of having the sopranos sing the entire phrase, he asked them to sing 
only one group of sixteenth notes. The sopranos sang and the altos echoed accurately. 
Steve had the students go back and forth several times before having the sopranos sing 
the entire phrase for the altos to echo. When I heard the full phrase and the alto echo, it 
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was apparent that the pitch error had been solved. 
Steve praised the students and said he wanted to start from the beginning again 
and hear them demonstrate the fix that they just accomplished. Steve started playing the 
piano introduction and the students started to sing. Because Steve was playing, he spoke 
verbal reminders for the students. As before, I again noticed and appreciated both the 
technical and artistic work that had already been accomplished in prior rehearsals. I 
listened as the students approached the sixteenth note pattern they had just worked on. In 
my opinion, the time spent working on fixing the pitch error had been beneficial. The 
students were actively performing-and-listening (Elliott, 1996–1997) as part of the 
rehearsal activity. I appreciated how Steve asked the students to listen to each other, but I 
recognized that Steve was guiding and directing all of the activity without any significant 
student input into the process. 
The rehearsal time was coming to a close, and Steve quickly made several 
announcements as the students put their music folders away and gathered up their 
belongings. Steve reminded them that they would be combined for their next rehearsal 
before the bell sounded and the students were on their way out. 
Concert choir. The next ensemble I observed was the large concert choir. I was 
surprised at how quiet they were when they entered the room. The students followed the 
same pattern as the freshman choir had previously, stopping to get their music folders 
from one of two cabinets. The students took their seats while Steve conversed with a few 
near the keyboard. One student went to the desk and took attendance. Steve quickly got 
the students attention with some echo clapping before addressing them with 
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announcements. The tenors and basses sat directly in front of Steve, with the sopranos to 
his left and the altos to his right. The students stood and Steve modeled a stretching 
routine similar to what I had observed in the freshman choir rehearsal. He had them 
stretch their arms straight up and down while rising on their toes and back down. The 
students also turned from side to side at the waist. He asked the students to lift their rib 
cage, inhale, and hold their breath. As Steve gestured, the students exhaled on an s 
consonant. The students repeated the breath exercise a few more times, then Steve had 
them hum five-note descending scales lightly as he played along at the keyboard. Next 
the students sat and began singing ascending and descending major arpeggios on different 
vowel sounds that Steve called out. He guided them up through their upper vocal range 
and back down.   
Steve asked the students to sing scales with hand signs, and the students used 
solfège syllables as they sang ascending and descending scales a cappella. At first, he 
played the starting pitch of each scale on the keyboard as the subsequent scales started a 
half step higher each time. Eventually Steve stopped giving the pitch and the students 
moved up a half step for each new scale by themselves, demonstrating their ability to 
audiate as part of performing-and-listening (Elliott, 1996–1997). Using a multimedia 
projector, Steve displayed a sight-singing exercise onto the SMART board. He had 
composed a two-part exercise on a grand staff that was eight measures long and in G 
major. Steve asked the students to scan the exercise for potential problems. He used the 
keyboard to establish the tonic for the students, and asked them to sing a major scale as 
they had done before. Steve asked the students to sing their starting pitch and hold it. He 
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conducted a preparatory measure, and the students started the exercise. The students were 
fairly successful, but I heard some issues when the rhythm of the two lines differed as the 
students displayed their sight-singing. 
The choir was large enough to potentially mask some of the weaker singers. I 
thought that Steve heard the mistakes with the rhythms. He divided the ensemble in half 
by designating certain rows. The students in each half sang through the exercise as before 
and Steve was able to narrow down the students who were having trouble. He directed 
the students’ attention to the problematic rhythm and asked them to speak the syllables 
while he kept time. As they drilled the rhythm repeatedly, those students who were 
having trouble eventually were able to correct their errors. The technique Steve used 
solved the issue, but it did not allow the students to discover the issue for themselves, nor 
did it allow them to determine how to solve the problem. Steve had the choir make a final 
singing pass through the exercise as before. I noticed that some students used the Curwen 
hand signs while they sang, and some did not. The rhythm issue was no longer 
noticeable. On the last pass, I could tell that the students were more confident, not only 
with the rhythm but with the intonation as well. 
Steve asked the students to take “Son de la Loma” out of their folders and said he 
wanted to address some of the tuning issues he had heard in their last rehearsal. Steve 
said to find the coda and that they would sing on the syllable doo (spelled [du] using 
IPA). He gave them their starting pitches and clapped and counted four counts before the 
students began. As the students sang a cappella, Steve continued to clap the steady beat. 
The students sang four measures and then repeated. I looked at the score and noted that 
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the rhythm was syncopated and the harmonies included some chromatically altered 
chords. Both the alto and bass parts had a divisi, so there were six parts instead of four. 
As I listened to the students sing, I heard issues with rhythm and tuning. Steve told the 
students to switch to the syllable doot (spelled [dut] using IPA) and not to sing pitch. He 
only wanted to hear the rhythms. With Steve still clapping the beat, the students made a 
pass through the four measures with a repeat. Some of the students stopped participating 
when they got to the problematic spot. They were having trouble with a particular 
syncopation. All of the parts had the same rhythm in this section of the coda. Steve went 
to the white board and notated the rhythm. Underneath of the rhythm he wrote the beat 
numbers. Steve asked the tenors and basses to clap the steady beat with him while the 
sopranos and altos spoke the rhythm with the doot syllable. After the first pass, Steve 
stopped the students and asked the tenors and basses to clap softer. After a few passes, 
the sopranos and altos were fairly accurate in their reading of the rhythm. Before the 
tenors and basses took a turn, Steve modeled the rhythm for the students on doot. By the 
time the tenors and basses read through the rhythm with the sopranos and altos clapping, 
I was convinced that everyone in the room knew the rhythm correctly simply by rote. 
Steve asked the students to speak the rhythm with text while he clapped. The choir made 
a pass with the Spanish lyric and Steve called out for short, crisp consonants. The 
students continued to manifest their musicianship through active performing-and-
listening (Elliott, 1996–1997) as part of the rehearsal. After one more pass, Steve said, 
“That’s more like it!” 
Steve erased the rhythm from the white board and notated the harmony of the 
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passage reducing the rhythms to quarter notes and half notes. He played through the 
progression one time on the keyboard and returned to the starting pitches. Steve asked his 
students to hum their parts through the progression as he clapped the beat. At first, the 
students sang through the progression at a fairly slow tempo, then Steve increased the 
tempo as the students made subsequent passes through the progression. Steve asked the 
students to change from a hum to the syllable loo (spelled [lu] using IPA) and he isolated 
the two chords that were causing issues. He had the students build the chords by entering 
one part at a time starting with the bass and working up, until the students became more 
familiar with the harmonies. Having isolated the rhythm and then the harmony, Steve 
asked his students to sing through the coda section with text as written. As the students 
made two passes, I recognized improvement, especially in the syncopated rhythms. He 
had them return to the beginning and sing through the entire piece with text. Although I 
heard some other problematic spots, the coda section was much improved. Steve 
announced that he would be available before school the next day for any students that 
wanted extra help with their part on “Son de la Loma.” 
The next selection the choir rehearsed was “Old Horatius Had a Farm.” Steve said 
they would review parts through page five, and that they needed to be sure to note the 
contrasts in both dynamics and articulations. “Please watch for those parts marked legato 
and those marked staccato,” he said. Steve asked the choir to stand, and he played a 
single pitch on the keyboard. He raised his arms, gave a prep beat, and began to conduct 
the choir. As with the previous selection, I could tell that they had already spent some 
time rehearsing this piece. The other observation I made when I examined the score was 
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that this selection and the one rehearsed earlier were both a cappella.  
I listened to the students sing the first three pages as Steve requested. The students 
did a great job with the Latin diction, and their intonation was quite accurate as the 
melodic and harmonic material in the song was much simpler than “Son de la Loma.” 
When they finished, the students smiled, as did Steve. I also had a humorous reaction to 
their performance of this song based on the theme of the children’s song “Old 
MacDonald Had a Farm.” Steve praised the students for adhering to the many dynamic 
markings, especially the two instances of subito piano. I observed that, in addition to 
following the score, the students watched Steve carefully as he conducted, responding to 
gesture and aesthetic elements as part of performing-and-listening (Elliott, 1996–1997). 
Steve was very clear to indicate the dynamic changes in his conducting gestures 
for the choir. He told the students that there was not time to review the articulations for 
the first three pages because he wanted to work the rhythms on page six, beginning with 
the pick-ups to measure 42. Steve said, “Watch the time signature changes.” I noted that 
on page six the time signature changed back and forth between 3/4 and 2/4. Steve asked 
the students to speak the doot syllable while he proceeded to tap a steady beat on the 
desk. He said, “Start at the pick-up,” and began to count the students off. The students 
struggled with the first few measures until they reached the homophonic section at the 
end of the page. “Watch the rests,” he said, “Make sure you are thinking eighth notes.” 
Steve had the students speak the rhythm two more times using the doot syllable. There 
was improvement with their accuracy with each pass. He had the sopranos and altos 
make a couple of passes by themselves, and then the tenors and basses did the same. 
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Steve had the choir read through with spoken rhythms one more time before asking them 
to try it with the text. It appeared to me that the students knew the rhythm and were 
accurately reading the meter changes. I also heard some students adding the staccato 
markings and some of the dynamics as they spoke. 
Steve then said, “Let’s try some parts.” He asked the tenors and basses to sing 
first while he doubled their parts on the keyboard. Because the students were already 
comfortable with the rhythms, adding the pitch did not appear to be too challenging for 
the singers. The tenors and basses appeared to pick up their parts rather quickly. Steve 
had them stop after two passes and proceeded with the same activity with the sopranos 
and altos. “Altogether,” he said. The students sang through page six with Steve still 
playing their parts on the keyboard. They were not all addressing the dynamics and 
articulations, but the pitches and rhythms were sung confidently. He looked at the clock 
and realized that the bell would ring soon. “From the beginning please,” he said. There 
was a bit of noise as some of the students were reaching for their belongings. Steve stood 
in front with his arms raised, but he did not move. It took a few seconds, but eventually 
the students were quiet and looking at Steve. He played a pitch on the keyboard and told 
them to watch carefully. Before the students could finish singing through to page six, the 
bell rang. Steve continued as if he had not heard it, and his students continued until they 
passed through page six. Steve cut the students off. “Well done, good work today,” he 
said. Steve dismissed the class. As they left, I heard a few singing their parts as they 
walked down the hall away from the room. 
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Day two.  
On the second day of observations, I again witnessed rehearsals for the freshmen 
choir and the concert choir. 
Freshmen choir. On this day, I was able to hear the entire combined freshman 
choir. The ensemble consisted of 12 sopranos, 10 altos, and four baritones. After the 
students were settled in their seats and one student had taken attendance, Steve addressed 
the choir with some announcements. The group began their routine of stretching, breath 
exercises, and vocal warm-ups. Steve started tapping a steady beat on the desk, gestured 
for the students to stand, and had them inhale for eight counts. The students held their 
breath for eight counts and then exhaled on an s consonant. Steve started a conducting 
pattern and had the students pulse different consonants with the steady beat. He varied 
the tempo and dynamics, and the students followed his gesture. After some brief 
stretching, the students started humming descending five-note scales. At first Steve 
provided the starting pitch for each scale on the keyboard, but after three scales he told 
the students to find their starting pitch. He directed the students to sing ascending and 
descending major arpeggios with different syllables that he called out. I observed a 
warm-up that was very similar to what I witnessed with both of the ensembles I heard 
rehearse on my previous day at Steve’s school. The students were definitely comfortable 
and used to their warm-up routine. 
Steve directed the students in singing a few ascending and descending major 
scales on solfège syllables with the Curwen hand signs. As they sang, he asked them to 
keep their vowels tall on the fa syllable and that the ti syllable was getting too bright. 
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Next, Steve projected an eight-measure melody in octaves on a grand staff in the key of F 
major. He told the students to scan the melody for problem spots. Steve gave the starting 
pitch from the keyboard and counted the students off. He continued to count beat 
numbers as the students sang the melody with solfège syllables. As I scanned the 
students, I saw all of them using Curwen hand signs. In my opinion, the sight-singing 
melody did not pose much of a challenge for the students. The choir was very accurate in 
reading both pitch and rhythm, as they demonstrated their ability to sight-sing as part of 
performing-and-listening (Elliott, 1996–1997). Steve praised the students for their effort 
and asked them to be seated. 
Steve said that he wanted to begin with “Come to Me, O My Love.” One student 
raised her hand to remind Steve that the choir needed to address phrasing and dynamics 
on this song. He responded that he would call upon a few students for their suggestions 
after they sang through to the top of page six. He asked them to sit tall as he started the 
piano introduction. As I listened to the choir sing, I heard attention to details leading up 
to the new section that Steve and the students reviewed at the last rehearsal I observed. In 
the new section, the students sang correct pitches and rhythms, but lacked the same 
attention to details such as phrase shaping and inflections. Steve asked the students to 
turn to page five and find measure 35. “Who can tell us about the dynamics here?” he 
asked. A few students raised their hands, and Steve called on one to share. The student 
explained the dynamics that occurred in the score for 16 measures. The soprano part was 
marked forte for the first eight bars, while the alto and baritone parts were mezzo forte. 
The alto part was then forte for the next eight measures and the other voice parts were 
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mezzo forte. Steve asked the student who shared the dynamics with the class if they knew 
why the there was a difference in dynamic levels for the voice parts. The student 
responded that the soprano part had the melody for the first eight measures, and then the 
alto part had the melody for the next eight measures. “Exactly,” said Steve. 
He had the sopranos sing the melody by themselves and then the altos. “It’s 
exactly the same,” he said. Steve had the sopranos and altos sing the melody at the same 
time. “Where should we breathe? Where does the phrase and begin?” Several of the 
students put their hands up. The student Steve called on suggested that the phrases were 
four measures each. “Let’s try,” Steve said. He asked the sopranos and altos to breathe 
after each four-measure phrase. The sopranos sang first, this time unaccompanied, and 
the altos followed. “How did that work for everyone?” Steve asked. One student offered 
that the breaths were good, but that they did not know where the high point of the line 
should be. Another student suggested that the “high point of emphasis” in the phrase 
occurred at the word song. Steve asked the students to try shaping the phrase as the 
student suggested with song as the high point. After both the sopranos and altos made a 
pass as suggested, Steve asked them their thoughts. The students were quiet. Steve said 
that he thought the word song occurred too soon in the phrase for it to be the high point, 
and that he thought the phrase should move forward to the first syllable of beautiful. He 
had the students sing the melody as he suggested and asked them if they thought that his 
suggestion worked better. Several of the students voiced their approval. 
Steve looked to the baritones and apologized for having them sit idly for so long. 
“Let’s hear your part,” Steve said, “with four-measure phrases.” The baritones sang their 
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line breathing each time after four measures. “Where is the high point in your phrase?” 
Steve asked. The students were asked to listen and reflect (Elliott, n.d.), a manifestation 
of musicianship. One student responded it was the first syllable of lovely. Steve asked the 
baritones to sing with the sopranos. “Remember, the sopranos are louder: They have the 
melody,” Steve added. I thought the students were doing great at shaping the lines. With 
each pass they sang with more confidence. Steve asked the students to compare the first 
eight measures with the second eight measures. “What else happens with your parts 
besides the sopranos singing the melody first followed by the altos?” One of the baritones 
shared with the choir that the baritone part for the first half became the soprano part for 
the second half, and the alto part became the baritone part. Steve asked students to return 
to the beginning. He wanted to make a pass through what they had reviewed. He told 
them to remember that the melody was marked at a louder dynamic. He told them he was 
going to take them all the way to the end. “Look for similarities in your parts,” he added.  
The students stood, and Steve started playing the introduction at the keyboard. 
Again, the students found comfort and confidence in singing through the opening of the 
song, as it was already well prepared. I listened as they sang through the section they had 
spent time on in rehearsal. The students were sensitive to the lines and dynamics. I 
thought that they listened more intently in the rehearsed section too. Once they moved 
passed this section and to the end of the piece they made rhythm and pitch errors. The 
baritones realized that their part had the melody, and they were successful in singing the 
melody correctly until the part changed again at the end of the song. Steve praised them 
when they got to the end for the work they had done. He asked them if they wanted to do 
  168 
it again, and a great majority of them said yes. Steve reminded them of the text. 
“Remember what we are trying to communicate,” he said. Steve started again with the 
introduction and the students started singing. This second read through was noticeably 
stronger both in phrasing and dynamics through the rehearsed section. Although the 
ending was still problematic, the second attempt showed improvement. 
Steve asked the students to sit and take “On My Own” out of their folders. He 
reminded them that they worked on the sixteenth note pattern at their last rehearsal, and 
that he expected to hear the pitches fixed. Steve asked the choir to sing that pattern first 
before starting the song at the beginning. He gave them their pitches from the keyboard 
and had them sing a cappella. I did not hear any mistakes as they sang the sixteenth note 
pattern. Neither did Steve, as he told him they were ready. He told them that even though 
this was a song from a Broadway musical, he expected tall vowels and a mature tone. 
Steve asked the students to stand and he began the introduction on the keyboard. After 
the students started singing for a few measures, Steve stopped them. He told them that 
their tone was too spread and needed to be more vertical. He asked them to sing with the 
same tone as the previous song, “Come to Me, O My Love.” When they started singing a 
second time, Steve said “yes!” from the keyboard. The students sang through to the end. 
Some of the choir members were using their scores, while others appeared to have the 
arrangement memorized. 
As soon as they were finished, Steve asked the students to think about the sections 
where the sopranos had the melody with text and the lower voices had “ooh, oh, and ah” 
harmony parts. “There needs to be some forward movement and direction to those 
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accompaniment parts,” Steve said. He had the lower voices sing their parts while he 
doubled the vocal parts on the keyboard. “I really think that some swells would help give 
direction to those parts,” Steve added. He held his hands up in front of the choir, and with 
his fingers made the shape of a crescendo–descrescendo. “Can you do this in each of 
those sections?” he asked. Steve rehearsed all seven sections with the lower voices, first 
by doubling their parts. Eventually he played the accompaniments while they sang their 
parts. The sopranos then joined the lower voices as they rehearsed the shaping of the 
accompaniment sections under the soprano melody, as the students continued to 
demonstrate developing their musicianship through active performing-and-listening 
(Elliott, 1996–1997). 
As they continued to make subsequent passes through these sections, I heard 
students become stronger and more confident on their parts as well as adding the swells 
that Steve requested. The choir responded to some of the aesthetic elements as part of 
performing-and-listening (Elliott, 1996–1997). The students were singing with another 
level of detail and artistry. I enjoyed hearing their performance change in such a 
relatively short amount of rehearsal time. Steve reminded the lower voices to use round 
vowel shapes for the accompaniment parts. “Tall, not wide,” he said. “Keep the corners 
of your mouths in.” 
As the rehearsal was coming to a close, Steve had the students move around to 
different positions, mixing up the voice parts instead of standing grouped in sections. The 
choir sang through “On My Own” one final time. He told them to think about what they 
had worked on. “Listen to each other while you sing please,” he said. “If you don’t need 
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to use the music, put it down.” I thought the students sang well. Although Steve’s focus 
on this song was not tone and intonation, I thought those elements improved with the 
attention given to dynamics and phrasing. Steve appeared to change his rehearsal 
approach for the two different songs they rehearsed. During “Come to Me, O My Love” 
the students were more directly involved in the process (students-centered), and during 
“On My Own” Steve controlled most of the aspects of the rehearsal (teacher-centered). 
Concert choir. This was my second opportunity to observe Steve’s concert choir 
rehearse. The students arrived and took their seats as before. Steve greeted them as they 
were coming in. The same student as the previous rehearsal checked the attendance. 
Steve guided the students through a warm-up routine very similar to what I had observed 
before. The students actively participated in stretching, breath exercises, and vocal warm-
ups. Steve had the students sing one warm-up exercise that I had not yet heard. The choir 
sang a four-measure chord progression that modulated up or down in half steps as 
directed by their director. The students sang in four parts a cappella using solfège 
syllables. As the students sang, Steve used his conducting gesture to vary the tempo and 
dynamics. The students sang with excellent intonation as they ascended through several 
keys, but in a few spots their tuning was not as good when they descended. I observed 
that some students used hand signs, but not all of them as I had witnessed during the last 
rehearsal. When the students sang their major scales with solfège, all of them used the 
Curwen hand signs. 
Steve displayed a four-measure sight-singing exercise using the projector. He had 
composed a four-part chorale in E♭ major. Steve asked the students to scan their voice 
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parts in the chorale for challenging skips. He used the keyboard to establish the tonic for 
the students, and asked them to sing a major scale to establish the tonality. Steve 
conducted four counts and the students began singing the chorale. He had not composed 
any rhythms of great difficulty, having utilized only half notes and quarter notes. The 
students sang through the chorale accurately with the exception of the basses. The basses 
had difficulty with a descending perfect fifth near the final cadence. Steve immediately 
had the choir sing through the chorale a second time, but the basses were still unable to 
navigate the interval. I thought they were singing a fourth instead of a fifth. Steve asked 
the basses to sing down the scale from the tonic and stop on the fa syllable. He had them 
sing the descending major scale pattern several times and then asked them to sing the 
descending fifth from do to fa. Steve then had the students sing the chorale from the 
beginning. All of the students looked toward the basses as they approached the interval in 
question. I noticed improvement, but it sounded as if some of the basses dropped out 
during the descending fifth. I was concerned that stronger singers in the section easily 
masked some of the basses. In my opinion, the only way Steve would be able to account 
for the development of musicianship was if he listened to individual students or small 
groups. 
Steve asked the students to move from the seats and stand around the perimeter of 
the room while remaining with their sections. He asked for them to sing “Prayer of the 
Children.” As I quickly scanned the first few pages of the score, I noted that it was a 
cappella and that there were many dynamic changes as well as tenuto and accent marks. 
Steve reminded them of the poignant nature of the text and their earlier conversations 
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regarding the context of the composition. He gave the students their starting pitches and 
conducted them. As I listened, I noticed that the students were very responsive to Steve’s 
conducting. Their ability to be musical and artistic was magnified when Steve was able to 
communicate with them through gesture and facial expression as opposed to playing 
behind the keyboard. I had not heard the students sing this piece and realized that they 
had already spent some time rehearsing prior to my observations. The students’ 
performance was moving. I was impressed with how they handled the many tempo and 
dynamic changes. When they were finished, Steve told them that their hard work was 
paying off. He cautioned them about their tone in the fortissimo section toward the end. 
“The dynamic is as much attitude and excitement as it is volume,” he said. “Don’t lose 
control.” He told them he wanted to have them sing the last two phrases. Steve shared 
with the choir that he thought the softer dynamics were too loud. “I think you’re getting a 
bit carried away toward the end,” he commented. He asked them to keep the intensity 
during the soft singing. The choir sang the last two phrases while Steve conducted and 
gave verbal feedback while they sang, reminding them to keep the excitement and 
intensity. Steve had them make several passes through these last two phrases, often 
stopping them and drilling shorter sections. Each time they sang, Steve offered feedback. 
I enjoyed hearing the choir polishing their performance of this song. When they finished, 
one of the students asked if they could sing it again, and Steve obliged. He asked that 
they remember the soft singing at the end, and what they had discussed earlier regarding 
the fortissimo dynamic. Before they sang, he asked that they return to the tiered rows, but 
to mix up voice parts. The students sang through the song one last time, and I thought 
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they were successful in addressing the two sections that Steve rehearsed. 
Steve asked the students to sit and take “Jabberwocky” out of their folders. He 
rehearsed the choir, addressing the humorous and challenging text by Lewis Carroll. 
Steve focused on both diction and rhythms, as he used the top of the desk again to tap a 
steady beat while the students spoke text in rhythm and touched on some of the 
accentuations and dynamics. As I listened, I determined that some of the rhythms from 
the first few pages had been rehearsed prior, but much of the score was still new for the 
students. As the students repeatedly read through the text, Steve would comment on 
adjusting their vowels to match and keeping attention on crisp consonants. He stressed 
the importance of lining up ending consonants, especially at phrase endings. Steve 
referenced a recent film version of Alice in Wonderland as he spoke to the choir about the 
drama they needed to communicate through the text. Steve modeled a few measures, 
reading the text dramatically with emphases on inflection and dynamic contrasts. His 
demonstration motivated the students to speak the text similarly. Steve had the students 
drill several phrases repeatedly. With each pass, Steve requested additional elements to 
their reading. He rehearsed them by layering more detail each time. The students 
appeared to enjoy the process and especially the whimsy of Carroll’s text. Steve spoke to 
the choir with great dramatic excitement when he gave feedback, mirroring what he 
wanted to hear from the students. As Steve’s layering process continued, I made note of 
the students’ enthusiasm. Even though they were not singing pitch, the students were 
becoming more musical with the dramatic elements of the text and the ever-changing 
dynamic contrasts that the composer included. In terms of dynamics, there were many 
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similarities between “Prayer of the Children” and “Jabberwocky.” I believed that the 
students picked up on the similarities, and I felt that they were applying some of what 
they had learned from the former song to their current rehearsing. Steve controlled the 
flow, pace, and order of what they rehearsed. The students followed right with him 
throughout the entire process. I observed that all members of the choir engaged in the 
rehearsal. 
Before the rehearsal ended, Steve had the students sing pitch on the first few 
pages. He played voice parts from the keyboard, and it was apparent that the students had 
not spent any significant amount of time learning pitch for this song. Steve stopped 
several times to play parts for students, mostly at their request as they encountered 
difficulty, but in general the pitch learning was happening at a fairly quick pace. I could 
not discern whether the students were learning their pitches faster because Steve was 
playing parts or if it was because they had spent so much time on the rhythms.   
Day three. On the final observation day at Steve’s school, I sat in on a rehearsal 
with the advanced treble choir. 
Advanced treble choir. The auditioned treble choir comprised junior and senior 
female students. After the administrative tasks of announcements and attendance were 
completed, Steve focused their energy and effort in a series of warm-up activities. The 
students sat in voice part sections on three tiers facing Steve, who was standing behind 
the keyboard. In front of Steve and to his left stood the first soprano section, and the 
sections descended in range as they moved to his right: second soprano, first alto, and 
second alto. Steve asked the students to begin by taking deep breaths, holding the breath, 
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and then exhaling with a voiced sigh. While they did this, he gestured for them to place a 
single palm just below their rib cage.  
After a few minutes, he arpeggiated a major chord and they began to sing a five-
note scale pattern on the syllable yo (spelled [jo] using IPA). The pattern was rhythmic 
beginning on the tonic, leaping to the dominant, and then descending back down the 
scale. My experience as a choral director suggests that choirs tend to become familiar 
with certain vocal warm-up exercises that become part of an anticipated routine with their 
director prior to rehearsing repertoire. It was, therefore, readily apparent that this was an 
exercise they had done previously, as little to no verbal communication occurred between 
the teacher and his students.  
It was during this exercise that I noticed a different interaction between Steve and 
his students apart from his visual gestures (e.g., head nodding and the occasional 
conducting hand rising from the keyboard): the eye contact between teacher and students, 
and eye contact happening between students. Because I was positioned to one side of the 
choir and not directly behind them, I could see this silent, nonverbal communication as it 
unfolded.  
The warm-ups continued with ascending and descending major triad arpeggios on 
the syllable oh (spelled [o] using IPA). Steve used the keyboard to guide the triad warm-
up, and asked the singers move up through the upper part of their vocal registers and then 
back down. The next exercise was a major scale sung with solfège syllables. The students 
also used the Curwen hand signs while they sang several ascending and descending 
scales. During this warm-up, Steve eventually stopped playing the keyboard and had the 
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singers sing a cappella. The singers had to find the tonic of each new scale as they moved 
up in half steps without the benefit of the keyboard. I was impressed by their accurate 
intonation, a display of their musicianship. 
Steve also joined in with hand signs, and sometimes used his hands near his 
mouth, gesturing for taller and more open vowel sounds. When Steve indicated that they 
were about to sing the last scale, the singers altered the simple ascending and descending 
pattern, as follows: When the singers descended, each section stopped on predetermined 
pitches. The first sopranos held out do at the top of the scale, the second sopranos held la, 
the first altos held fa, and the second altos held re. Steve gestured for them to hold the 
chord and verbally asked them to tune. In this instance, their intonation was not as 
precise. Once the singers adjusted and improved the intonation, Steve gestured for them 
to resolve to the tonic chord, and each section, except the first sopranos, moved one step 
down to the adjacent solfège syllable.  
Using the SMART board, Steve projected an eight-measure melodic line for the 
students to sight-sing in unison as a group. He had them sing a scale using the previous 
warm-up exercise to help them establish the tonality of the melody, and them gave them a 
few seconds to visually analyze the melody. Steve clarified the tonality for them from the 
keyboard one final time before counting them off to start. The group sang the melody 
using solfège syllables and Curwen hand signs. I heard stronger voices pulling the entire 
ensemble along. Some singers hesitated in a few spots and did not maintain a steady 
tempo. I could not tell if their difficulty was with a rhythm or negotiating an interval. 
Most of the singers were focused on the melody displayed on the SMART board. 
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Because of this, it was easy for me to identify a few students who shifted their attention 
from the melody to making eye contact with other students in the choir while they were 
singing. What I could not determine was whether the singers I saw who were shifting 
focus were the vocal leaders or the singers who were a bit more insecure with their sight-
singing. Steve commented on a tricky rhythm and an interval that needed some 
adjustment. As a review, he had them sing through the melody a second time. The items 
he addressed improved greatly on the second pass. It was apparent to me that working 
through a sight-singing exercise in this manner was a regular part of their rehearsal 
routine. Steve did not offer any instruction to the students when he turned the SMART 
board on. I observed that this was an expected rehearsal activity, which provided a 
transition between the vocal warm-ups and the music they were going to rehearse. 
During the rehearsal of their repertoire, one moment provided a particularly 
insightful example of how Steve provided opportunities for his students to have some 
ownership in solving a musical problem. The choir was singing “VoiceDance” by Greg 
Jasperse, an a cappella work for four-part treble choir that had two distinct features: The 
singers used open-vowel syllables reminiscent of scat singing instead of lyrics, and jazz 
harmonies dominated throughout the piece. The song had a lilting rhythm set in a 
compound meter with jazz syncopations. It appeared to establish repetitive patterns both 
rhythmically and harmonically. Based on what I was hearing, I could tell that the group 
had already spent some time rehearsing the selection. Steve focused on shaping phrases 
and dynamic contrasts. He gave them starting pitches and used both conducting gestures 
and verbal comments to convey how he wanted the singers to shape their vocal lines 
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through continued engagement in performing-and-listening (Elliott, 1996–1997). 
The singers made passes through the same section several times, awaiting 
feedback from Steve each time. Over time, the section they were rehearsing changed as 
they altered the shape based on Steve’s direction. This process happened both with the 
full group singing all parts and with each individual section. Once Steve was happy with 
a result, he had the group repeat it several more times to replicate his desired result.  
Later, while rehearsing the same song, the choir attempted to sing the entire piece 
from start to finish two times. Each time the choir struggled as they passed through the 
same section. Eye contact between singers increased, especially as they approached the 
section that posed some difficulty for them. When they finished, I heard one student offer 
some encouragement. “We can get this ladies,” she said. After the second attempt, Steve 
asked them to identify the problem spot. One student said that the pattern changes. Steve 
asked the choir if they agreed that the problem was a changing pattern. Several of the 
singers nodded their heads and a few responded affirmatively out loud. Another student 
spoke up and said that the pattern changes after the key change. Steve had them sing 
through both patterns to compare and contrast. He commented on the features of each 
pattern, denoting what made them similar and what made them different. On their next 
pass through the key change, the choir was able to negotiate the change in patterns 
following the key change with some hesitation and apprehension. Eye contact between 
singers during this pass was very prominent. After a few more attempts, the students were 
singing with a greater sense of confidence and musicality as they moved through the 
contrasting patterns. Steve offered some verbal praise to the singers: “I think you’ve got 
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it.” The singers smiled and shared some positive comments with each other. Steve was at 
the center of guiding the students through this problem, although he did solicit their 
feedback in identifying what was not working. Steve controlled the solution to fixing the 
problem. The students in the choir worked together to solve the issue of a changing 
pattern, and had ownership of that success as Steve complimented them. 
Summary 
Steve had been a choral director for 10 years. His high school choral program 
consisted of 126 students who participated in three ensembles: freshman choir, concert 
choir, and an advanced treble choir. Steve’s choirs consistently received high ratings at 
performance assessments, and individual students were selected frequently for all-state 
and honors choirs.  
Musicianship, in Steve’s view, consisted of multiple layers of detail. For example, 
in a given passage of music to rehearse, he would address pitch and rhythm, then text and 
diction issues, then dynamic changes, and so forth. Steve rehearsed the music with his 
students using this notion of multiple layers, making repetitive passes through the same 
section in the music while attending to the individual layers with each subsequent 
repetition. His planning for instruction took into account the big picture of his choral 
program, including the middle school feeder program. The repertoire he chose for 
performance directly influenced musicianship instruction in rehearsal. Steve recently 
changed from using scale degree numbers to solfège for sight-singing, using movable do 
with the Curwen hand signs. He chose not to use any published materials for 
musicianship instruction so that he could better address the specific needs of his students. 
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Steve’s sight-singing instruction was limited primarily to exercises he composed apart 
from the repertoire. The sight-singing exercises that Steve composed were not at the same 
level of difficulty as the repertoire that he chose for his choirs (Demorest, 2001). He did 
not utilize a particular method or system for teaching rhythm. In rehearsal, I observed 
students either clapping or speaking text.  
Steve used informal assessment (e.g., he placed less emphasis on graded 
assessments) to determine the ability levels and deficiencies of his students in order to 
best meet their needs. He had little in terms of documentation of student progress. Steve 
sought to find balance between pedagogy and performance, as he perceived a lack of 
rehearsal time to prepare repertoire for performance (Freer, 2011). The rehearsal process 
was teacher-centric, but Steve did create opportunities for students to have some 
ownership. He favored repetition and having students layer musical elements in his 
instruction. 
I explored Steve’s pedagogy of musicianship through the lens of seven of the 
types of MTKs (Elliott and Silverman (2015): 
1. Steve and the singers in his choral ensembles communicated regularly during 
rehearsals and used verbal knowledge to discuss concepts in the repertoire. He 
assessed students’ verbal knowledge of music theory with quizzes based on the 
content of his music theory outline.  
2. I observed all of his choirs demonstrate their experiential knowledge of 
musicianship as they encountered new repertoire in rehearsal and applied 
solutions from previous experiences with similar challenges. 
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3. Because Steve and his choral students functioned as a community within their 
ensembles and the larger choral program, they collectively solved problems in the 
repertoire by using their situated knowledge. 
4. Both the students and Steve had the benefit of acquired experiences of choral 
music and musicianship, and called upon these experiences in the form of 
intuitive knowledge. 
5. The choirs and Steve did not perceive musical challenges as hindrances or 
roadblocks, but rather welcomed the challenges as opportunities to develop and 
learn, demonstrating an appreciative knowledge. 
6. Steve chose repertoire that was well suited for the students in his choirs, providing 
an appropriate level of difficulty and opportunity to grow and excel. In so doing, 
Steve demonstrated his ethical thinking and knowing. 
7. In order to account for the overall processes and functions of choral rehearsals 
and musicianship, Steve and his students exercised their supervisory knowledge 
as the accumulation of their development and experience as a means to oversee 
and guide all of their musical thinking and knowing through active participation 
in making choral music. 
Phillip: More Than Notes on the Page  
Portrait 
Phillip taught in the same school division for 38 years, teaching elementary music 
and serving as both a junior high and high school choral director. Before I met Phillip, I 
had heard one of his choirs perform at a state music educator’s convention. The 
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performance was memorable: I distinctly recall the overwhelming sense of expression 
and communication in the students’ performance. Later, when I became a middle school 
choral director, I looked to Phillip as someone whom I should emulate because of the 
expressive performances that his choirs consistently gave. 
In the fourth grade, Phillip began playing the trombone and continued this 
through high school. He started singing in his church youth choir in the fifth grade and 
continued through high school. In the seventh grade, he joined the school choir and was 
one of three males in a class of 40 students. The music teacher at his school formed an 
all-male choir the following year, and he joined in the eighth grade. It was during the 
eighth grade that he knew he wanted to be a teacher. Phillip’s interest in choir began to 
wane, so he did not continue singing in the choir in ninth grade.  
Because he had been thinking about a career as an English teacher, he had 
enrolled in a drama class in the tenth grade. So few students had elected to take the 
course, however, that his guidance counselor had placed him back in the school chorus in 
tenth grade. This change in schedule turned out to be quite significant. Phillip rejoined 
the high school choir with a new choral director and continued the following year in the 
eleventh grade. By the end of sophomore year, Phillip had committed to becoming a 
chorus teacher and attributed this change in mindset to the school choral director.  
Perhaps the greatest revelation from the experience with this director was 
Phillip’s discovery that there was more to making music than just singing the notes and 
words. For him, music making was communicating text and emotional content. He had 
discovered how to shape phrases and address the detailed nuances of the score, beyond 
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replicating mere pitch and rhythm. In other words, he had become musical, found his 
musical voice, and developed musicianship. Although another new choral director came 
to the school during Phillip’s senior year, he remained active in chorus. Phillip 
commented that his music education from elementary school through the ninth grade had 
equipped him for the technical aspects of music, but he had never really understood what 
was going on beyond the score. His high school band director stressed the importance of 
the technical aspects of music, while his choral director fostered a foundation built on 
artistry in music. This was a highly influential moment in his life, which ultimately led to 
his chosen career path. 
In addition to his band and choral ensembles, Phillip had participated in a two-
year music theory program that began his junior year. This program was team-taught by 
the band and choral directors and alternated between days of theory instruction and days 
of sight-singing. With this grounded foundation of musicianship, and the transformative 
influence of a music teacher, Phillip planned a career as a choral director. He attended 
college and earned a degree in music education. His first job was as an elementary music 
teacher. After 11 years at the same elementary school, he accepted a position at a junior 
high school where he served as a choral director for three years. He transferred to a new 
high school to direct the choral program and remained in this position for 15 years until a 
new opportunity presented itself. The high school became the site for a fine arts school-
within-a-school open to qualified students in the school district. Phillip became the choral 
director of this fine arts school. While working at the high school, he completed a 
master’s degree and doctorate in music education and served in numerous leadership 
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positions within the state music education organization. In addition, he had a church 
music job and directed a large civic chorus. He even did some undergraduate teaching at 
a local college for two years as an adjunct instructor in choral music. 
Phillip built the choral program at the school into one of the largest in the region. 
The program gained a very favorable reputation among choral directors and music 
educators throughout the state, and Phillip took his choirs to perform at state music 
education conventions and state ACDA conferences. The choirs toured annually, both 
nationally and internationally. The state honor choirs, all-state choirs, and district choirs 
always included many students from his high school choral program. In addition, 
performance ratings at festivals and adjudicated contests were consistently at the highest 
possible level. Because of the choir’s reputation, choral event organizers engaged Phillip 
numerous times as a guest conductor or adjudicator for events in the local area and 
throughout the state. He had held two local and three state officer positions within both 
choral and music education professional organizations.  
As I witnessed the interactions between director and students, I observed a sense 
of respect and admiration for Phillip from his students. He had a commanding presence 
that appeared to captivate the young singers in his choirs. Phillip represented the choral 
program and made presentations at each of the middle schools in the division. 
Prospective students auditioned, interviewed, and applied to the fine arts school, with the 
understanding of having Phillip as their choral director. He fostered a productive 
environment in which I observed students who were active, social, and eager to work 
together and learn. The students genuinely seemed to enjoy each other’s company. The 
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discourse between teacher and students reminded me of a wise old marshal arts sensei 
and his dojo students.  
Phillip controlled every aspect of the rehearsal. His presence commanded their 
full attention and commitment to artistry, not just to learning repertoire and improving as 
musicians. He had the students adjust their musicianship to match the stylistic 
requirements of the repertoire they were rehearsing, including elements such as vocal 
tone, phrasing, and dynamics. No matter what part of the small choir room the students 
occupied, they directed their attention toward their teacher. Students asked questions 
infrequently; they communicated almost exclusively through singing, while either 
vocalizing or rehearsing. I was able to see and sometimes hear short, passing 
conversations between students that occurred in-between singing and under the radar of 
their director. Phillip carried most of the formal conversation, as he used gesture or 
verbalized what the students needed to do in order to improve. This process continued 
back and forth between the students singing and the director giving feedback throughout 
the course of the rehearsal. Phillip’s verbalizations included analogies and imagery, as 
well as practical and technical jargon, peppered with humor. I believe Phillip wanted to 
give his students an experience similar to the one he had had with his high school choral 
director in the tenth and eleventh grade. The teacher-centered nature of the choral 
rehearsal allowed Phillip to exert a certain measure of control that ensured his students 
would understand that music making was more than singing notes and words. He wanted 
the time spent in his choir to reflect both progress and achievement in performances that 
demonstrated artistry. 
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Phillip’s school. At the time of this study, enrollment in school exceeded 1,700 
with 60% of the students identified as minority. Five hundred students were enrolled in 
music, art, drama, and dance and functioned as an independent school-within-a-school. 
The school-within-a-school accepted students after an application, audition, and 
interview. Arts students took their general education courses with the non-arts student, 
but had separate arts classes. Phillip served as the choral director for the students in the 
fine arts school. His program comprised 130 students divided into four choirs. 
The high school sat on a large piece of property shared by a middle school. 
Buildings, athletic fields, parking lots, and the roads filled the entire property. There were 
no visible unused open spaces. The school was a large, two-story structure with a 
predominately brick exterior. On my first visit, I noticed several portable classrooms set 
up on the property adjacent to the high school. I entered through the main entrance and a 
staff member sitting behind a large reception desk immediately greeted me. The inside of 
this school was busy: Students and teachers crowded the hallways—some conversed, and 
others moved with purpose.  
I saw bulletin boards everywhere covered with information, signs, pictures, and 
display cases. As with the property itself, the inside of the school had little unused space. 
I could not help but feel that space was at a premium. Without knowing the technical 
capacity of the building, I decided there were more people than the building’s architect 
had intended.  
With some help from a very outgoing staff member, I was able to find the chorus 
room. The room was small, and the door opened to a narrow corridor with a few practice 
  187 
rooms and a choral library on either side. A large main rehearsal space was at the end of 
the corridor. It was a rectangular space with dark carpeting and high ceilings. Recessed 
fluorescent lighting shone from the white acoustical tiles of the drop ceiling. A large, 
continuous shelf ran the perimeter of most of the main loaded with various trophies. 
Plaques, certificates, and many pictures and signs plastered the walls. Some of the 
decorations appeared to be instructional, but most were mementos of special occasions or 
events such as performances. Many of the plaques included engraved nameplates of 
students and the school years in which they had received awards. One of the large 
instructional posters was a visual vowel chart from the Society for the Preservation and 
Enjoyment of Barber Shop Quartet Singing in America, Inc. (SPEBSQSA), which 
depicting mouth shapes for uniform vowels.  
Right where the room opened up from the corridor, three rows of Wenger black 
chairs sat facing the center of the room. In the center was a baby grand piano with a 
beautiful wood finish. On the other side of the piano were three sets of choral risers. At 
the far end of the room were two additional practice rooms and an exterior door. Phillip’s 
office, which he shared with the choral director of the non–fine arts students, was also at 
the end of the corridor. The office had windows looking into the main space. Just past the 
office windows was a long chalkboard with staff lines. Mounted on the chalkboard was a 
Promethean board, flanked by two large stereo speakers. Other visible technology 
included a stereo system, an iPod, an iPad, and a laptop. In the near corner from the 
entrance, there was a water fountain. The chorus room depicted the same theme I had 
noted both outside and inside the school. It was busy and crowded—some might call it 
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cluttered. Both the fine arts program choirs and the regular high school choral program 
utilized the chorus room, which underscored the lack of space. 
Phillip’s students. The students in Phillip’s program applied and auditioned in 
order to enroll at the fine arts school-within-a-school. While most students participated in 
only one choir, several students in the 11th and 12th grades were able to sing in multiple 
ensembles. Phillip’s choirs included a mixed choir for all of the ninth grade students, an 
intermediate treble choir, an advanced treble choir, and an advanced mixed choir. Phillip 
placed students in the four choirs based on grade in school, voice part, and musicianship. 
The students in the advanced choirs rehearsed and performed music at a higher level of 
difficulty. Because of the fine arts school’s curriculum, Phillip’s students took a variety 
of music courses outside of ensemble rehearsals. Freshman students were enrolled in 
comprehensive musicianship, a course that combined sight-singing, dictation, directed 
listening, music theory, and music history. Sophomore students took a second 
comprehensive musicianship course. Some students elected to take Advanced Placement 
(AP) music theory after completing the two comprehensive musicianship courses. All 
choral students in Phillip’s program also took class piano, class voice, and a course in 
beginning conducting. Students also had to complete a number of master class hours each 
semester. Lastly, senior students enrolled in a one-semester course that served as a 
culminating project and recital. Phillip was in a unique situation in that his students had 
the benefit of a large amount of musicianship instruction in separate courses outside of 
choir rehearsals. The choral students in the fine arts program at Phillip’s school were 
presented several opportunities to develop their musicianship in courses outside of the 
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choral rehearsal through many of the components of performing-and-listening (Elliott, 
n.d.): (a) sight-singing; (b) audiation; (c) responding to history, style, and performance 
practice; (d) improvising; (e) composing and arranging; and (f) conducting. 
Phillip noted that many of his choral students also studied private voice and piano. 
He was aware that some students played guitar, wrote their own music, and sang in their 
church choirs. Because of the significant commitment each student had to make to the 
program during the school year in terms of evening concerts and weekend activities, 
Phillip noted that students might not be as active in organized music groups outside of 
school. He clarified, though, that students were definitely passionate about exploring and 
learning about music outside of school. 
Interviews 
Background. Phillip’s experiences as a choral student, especially in high school, 
had a profound influence in developing his thoughts on musicianship. He credited this 
time as when he made his career choice: 
I signed up for drama. And in my high school the fourteen hundred kids that 
year—three people signed up for drama. So my guidance counselor just stuck me 
in chorus. I was not happy, but God had a plan. And my high school choral 
director was the first person that really—affected me from a musical standpoint, 
affected me emotionally, and laid out the fact that there was more to making 
music than just singing the notes and the words. 
A significant theme throughout all of our conversations was Phillips’ reference to 
“more than notes on a page.” In the process of learning music, he asserted that something 
else was required beyond accurately performing the notation of the score. 
But all through elementary school, middle school, and that first year of high 
school I’m not sure I ever understood about going beyond what’s on the page. I 
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mean it was all musical, and it was all technically correct, but I got to working 
with the director in eleventh grade this whole other world opened up. 
For Phillip, the “more” that he referred to was communicating text and emotional 
content in contrast to a strictly technical rendering of the score. As Phillip moved on to 
college, the foundation for his philosophy of musicianship continued to form. He noted 
two distinct areas he experienced under his college choral directors: technique and 
expression. 
And I had both sides of it in college, because my first choral conductor was a very 
technical musician. And it will be right, but maybe not the most emotional. And 
my second choral director, and while he is a demanding technician, has the heart.  
He definitely wears his heart on his sleeve, and he’s very demonstrative about 
emotion. So I got to carry on from there, and so I picked up from the best of both 
worlds, from the demand for technique from my first director, and with the 
emotional expression from the second. 
Early teaching experiences. Because Phillip had a relatively long career as a 
choral director, I thought it would be helpful if he could share some of his observations 
and perspectives on musicianship in school choral programs from when he first started 
teaching. I wanted to know if he perceived his current musicianship instruction as a 
change or as continuing from his past teaching. I thought this would give me a greater 
insight into his musicianship pedagogy. Phillip gave the following account as he reflected 
on his teaching: 
When I first went there the issue was literacy. Sight-singing in the junior highs 
and middle schools was non-existent, at least the schools that were feeding my 
high school. There was no theory going on, there was no sight-singing going on. I 
mean and you’re handing them music and it’s like OK look at the quarter note. 
The what? So from a standpoint of—we were really starting from scratch with 
music literacy, and to some extent vocal technique. I think at that time in the 
junior highs and the middle schools the emphasis was on just performance. Just 
learn the notes, get up on the stage, and sing. I’m not sure there was a whole lot of 
emphasis on vocal technique, balance, blend… And I’m not totally convinced that 
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the time—that perhaps the middle school teachers understood the intricacies of 
that changing voice. But at the high school, it—probably literacy and technique 
would be the two things then that demanded the most time. 
Defining musicianship. Phillip shared the following thoughts when considering 
musicianship in the high school chorus: 
It has to do with literacy. It has to do with technique, but I think too many people 
stop at literacy and technique. I’ve talked to some people who say they teach them 
both at the same time. I don’t—I don’t know that I can work that way. I think you 
have to have the literacy and the technique before you can address the expressive, 
the artistry part of it. 
His description of musicianship involved three parts: literacy, technique, and 
artistry. From Phillip’s perspective, literacy and technique were requirements in order to 
approach artistry and that a large number of people don’t get to artistry because they stop 
at literacy and technique. Embedded in his response was an interesting point regarding 
his rehearsal process: He acknowledged that in some cases, directors teach literacy and 
technique simultaneously, but he didn’t think he could teach that way. As we continued 
to discuss musicianship in the high school chorus, Phillip offered more to his explanation 
of musicianship: 
So when I think musicianship, I think that big picture, I think you have to have a 
choir who is able to technically reproduce the spots, but then to take it the next 
step and—I have a tendency to say you sing from the head and you sing from the 
voice, and a truly artistic choir also sings from the heart. When you can put those 
three things in there then you get a complete picture of musicianship, not just is it 
a technical regurgitation of the spots on the page. Does it take it beyond that to 
communicating the message that the composer puts in the music to the audience? 
So I think musicianship is that whole picture. 
I think the important point that Phillip asserted was that the goal of 
communicating a composer’s intent was possible through musicianship. Musicianship 
was an important part of Phillip’s practice as a choral director. It held a significant place 
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in his earlier experiences as a student and exerted its influence on the instruction that he 
provided to the students in his choral program. Lastly, two small signs, simple lists 
without graphics, posted in the chorus room caught my eye. The first was titled, “Musical 
Ability,” and it listed the following bulleted items: sight-singing, intonation, and 
rhythmic accuracy; unit sound; and articulation of vowels and consonants. The second 
sign was titled, “Improve Musicianship,” and it listed the following: improve individual 
vocal quality, improve ensemble vocal quality, and increase understanding of vocal and 
choral arts. From my perspective, the signs that Phillip created served as guidepost 
reminders of goals for students in the choral program.  
Current practice. I asked Phillip what was different about his position and the 
students he taught with regard to choral musicianship compared with his earlier 
experiences. He replied: 
I don’t even know that the biggest challenge is a music thing. It’s an organization 
thing. It’s a mental maturity thing. I’m getting very few ninth grade students who 
haven’t had at least an exposure to sight-singing. Some of them come in and can 
nail the first week of sight-singing that I put up there. And I’ll get, well, this is too 
easy. I’ll say, well you have to understand. We’re dealing with students coming 
from twelve different middle schools, maybe thirteen if we ever hit the jackpot. 
So they all have different levels. Usually the ones that are saying that are the ones 
that come from the two or three middle schools that are just pounding sight-
singing, and they have maybe a little less patience. Very few of them are coming 
in with no exposure to some kind of training in vocal technique. 
From Phillip’s vantage point, he noted an overall improvement in musicianship among 
choral students. I asked him if he thought this was due to an increase in accountability. 
He credited the improvement in part to an increase in expectations from school system 
music supervisors and other administrators:   
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I think to some extent, not universally by any means, but I think in some cases 
that administrators may be more aware. Not across the board, but I’ve seen 
examples of administrators coming to assessment, administrators more coming to 
concerts, and supporting music activities. So I think there’s part of that. But I 
think a lot of it is due to the downtown music people stressing professionalism, 
and stressing musicianship for the music programs. And, the biggest change 
probably has been their insistence that performance is not the be all and end all. 
The last sentence in Phillip’s response addressed the balance of pedagogy and 
performance, perhaps giving music teachers a reason to devote more rehearsal time to 
pedagogy in lieu of the pressure of preparing for public performance. Phillip continued to 
expound on his interpretation of a change in direction from school administrators at the 
both the local school and the school division, including the music curriculum 
administrators:  
That it’s not just about getting on stage and performing. It’s also about why are 
we singing “How Lovely Is Thy Dwelling Place” and “O Magnum Mysterium,” 
the Victoria, and why are they different? Why do we have to sing this one 
differently than we sing this one? Understanding the idioms of the Romantic 
period as opposed to the Renaissance. Understanding why Dan Gawthrop’s music 
is different than Mozart. And, if you say altos you’re on the third, that they 
understand what that means. It means it doesn’t necessarily need to be loud. It 
needs to be clean. Now, for me in that standpoint it could be just my position. 
‘Cause I’ve got kids who understand that’s the third of the chord, so back off and 
raise. I don’t know that it’s that way in the other high schools. For me it’s nice to 
be able to say legato and they do it. As opposed to, OK, you need to make this 
smooth. OMW – omit needless words. If all I need to say is legato, it’s nice not to 
have to say think about it and make it smooth now. It’s nice to be able to say 
maestoso, and not have to do anything more than that. Look at that chord; it’s a 
second inversion. At least with the upper classmen, I can’t do that with the 
freshmen, but with the upper classmen, they understand. 
Special courses for students in fine arts program. Phillip recognized that his 
situation is unique in that his students applied and auditioned to sing in a chorus at a 
specialized fine arts school. He suggested that his students’ musicianship was at a higher 
level than students who participated in choral programs at other high schools in the same 
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school division. He attributed the high level of musicianship to the rigor of the fine arts 
program. As this topic continued to dominate our conversation, Phillip explained one of 
the courses that students in his choral program are required to take:  
And then there’s things like—we have a class called Comprehensive 
Musicianship that’s kind of like theory and history smushed together. It’s a one-
year course. There’s Comp 1 and Comp 2. Comp 1 is a year and Comp 2 is a 
semester. 
I asked Phillip if the Comprehensive Musicianship course included aural skills 
with music theory. “Yeah, and sight-singing, dictation, and written harmony. It’s 
probably a pre-cursor to AP. I think the idea is, by the time you’re done with Comp 2, 
you should be able to step into AP Music Theory.” Because the students in Phillip’s 
choral program took the Comprehensive Musicianship course, he did not have to use 
choral rehearsal time to address musicianship training:  
And then the other thing that’s nice, just as far as basics go, I can say a sforzando, 
and I get a sforzando. There’s no does everybody remember what a sforzando is?  
I can say legato, and we can just talk music. And I know they know. They speak 
the language. And that’s, that might be more of a time saver than anything. 
Music theory. During our discussion, I asked Phillip if any of the students ever 
made connections between music theory and the repertoire they rehearsed. I inquired if 
he felt that rehearsing the music helped to clarify music theory concepts for them: 
Both and neither. I mean some of them; I don’t know if it’s vocal as opposed to 
instrumental. I personally think its keyboard versus non-keyboard. The kids who 
have studied piano, and they all seem to get better, ‘cause the vocal kids all have 
to take class piano. That’s a requirement that we have. And Class Piano is a 
semester class. So they can take 1 and 2, but they have to take 1. And, to me, with 
a keyboard background, it just seems to make more sense. Theory makes more 
sense when you can relate it to the keyboard. So, it always seems to me that the 
kids who have a keyboard background catch on to theory quicker. ‘Cause it’s 
more concrete.  
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Choosing repertoire. I eventually steered the interview and our discussion to 
repertoire, in an effort to discover if Phillip chose repertoire as a means to provide 
opportunities for student growth in musicianship. He shared the following insight into his 
repertoire selection process: 
Yes. And, that can be anything from, well let’s do this because it’s Robert Frost 
poetry. And, we can talk about how that clicks. Or let’s do this because it’s—well 
Everett Titcomb’s “I Will Not Leave You Comfortless,” 20th century piece, but 
that’s as neo-Renaissance as it gets. So, let’s talk about how we can connect the 
20th century to the Renaissance. Let’s sing this, now let’s go back and listen to 
Victoria, or let’s go back and listen to Palestrina. Look at the similarities between 
that, or that piece, you know all I was doing was breathing that we talked about 
the other day. Let’s talk about polymetric and multimetric. 
The repertoire that Phillip chose for his choirs was very sophisticated and 
represented a great variety of style periods and genres. The level of difficulty of the 
music Phillip had selected required a high standard of proficiency with regard to 
musicianship ability. When it comes time to performing the music, Phillip believed that 
the audience deserved the combination of all three parts found in his definition of 
musicianship: literacy, technique, and artistry. He expected his choral students to perform 
more than what is indicated in a score:  
I want them to be able to do more than just regurgitate notes and words. I want 
them to be able to understand the text, understand the message, and then sing it 
with more than just these are the spots on the page. Make music out of it. Make 
art out of it. If they can do that, if they can pick a song and make it music, not just 
notes and words, then I’m a happy boy. 
Phillip added that attendees at a concert might not know a composer or a work. If 
the score were provided to the audience, it is quite possible that not everyone would have 
the skills to read the music: 
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And the only way the audience is going to know is if you give it to them. We have 
to use our face and our body to reach out to them and give them what’s in the 
song to get them engrossed in what’s going on. Even if you handed them a piece 
of music, they don’t read. So much of it just goes beyond the notes and the words.  
Phillip and I spent a lot of time discussing repertoire. During my observations, I 
noted a wide variety of selections that the choirs were rehearsing. I asked Phillip about 
his process for choosing repertoire and if the students in his choirs had certain 
expectations about the level of difficulty. He responded: 
On occasion, but most of the time I’m not going to pick something unless I know 
there’s a reason. The girls, the intermediate choir this year did the “Heart We Will 
Forget Him,” Victor Johnson. Which is not difficult, it’s gorgeous. But, they also 
did, a good comparison, they also did Gawthrop’s “There Is Sweet Music,” which 
is much harder, differently beautiful, but more difficult. Four parts, a cappella, 
Dan’s usual tight, dissonant harmonies, whereas the “Heart We Will Forget Him” 
is easier. But we took it from the whole point of doing that was the text. 
During the interviews, Phillip talked about whether his students were receptive to 
pieces that did not pose great technical challenges, but still had opportunities for 
expressive singing: 
A lot of times what I’ll tell them is—the easier, the easier it is the harder it is, 
because if you think it’s easy you’re going to get lazy with it. And, if you get lazy 
with it then things start to happen that are not musical. So the fact that it’s easy 
doesn’t mean you can get away with being lazy. 
Systematic process. I was curious about his earlier response that alluded to a 
sequential rehearsal process in terms of musicianship. During the interviews, Phillip 
expanded on his thoughts regarding the rehearsal process in terms of musicianship: 
But for me yeah, it’s a sequential thing. It’s OK let’s get the notes and the words 
and the rhythms and the dynamics and all the… let’s do the technique. Let’s get 
the technical down and let’s get the spots down and regurgitate now. Let’s talk 
about the words. Let’s talk about what the composer means with this text, and 
now what’s the mood we want to project here. What’s the message we want to 
send to the audience now? Let’s make it art. 
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Phillip explained that the most important instructional work with his ninth grade 
students happens at the very beginning of the school year. The learning that occurred 
during this time established a foundation that Phillip gradually built on in a very 
systematic process: 
Everybody goes back to ground zero. The first day I start out with staves up on 
the board. We’ll start with just a clapping exercise. The second staff will be a 
simple diatonic, and the third staff is a more complex diatonic. Fourth and fifth I 
do a four-part chorale. With the ninth grade, probably what I’ll do the first week 
is nothing but the clapping and the simple diatonic. And when I say it’s simple, I 
mean all quarter notes, do, do re, re mi, mi re, re do, so. Every day I add one 
element that we didn’t do the day before.  So the first day of school it might be all 
quarter notes. The second class meeting maybe I’ll add in a half note. The next 
time I’ll go whole note or a rest. I make it one step at a time and never do more 
than one change. If it’s all step-wise the first day, the next time maybe I’ll add one 
leap. And by the end of that first week, I almost always have ones that—this is too 
easy. And then you can take time and go, I know but understand, you’re coming 
from X school; hang on. In a couple of weeks you won’t be saying that anymore. 
We’ve gotta catch people up. 
Phillip’s process in rehearsal followed a systematic regimen. He addressed his 
defined components of musicianship separately in the beginning. He also chose to engage 
his students in discourse and gave them ownership in the learning process.  
All of the freshman students in the choral program sang in the same ensemble. 
This was a training ground where Phillip brought together students who came from 
different middle schools:   
Every ninth grader goes into the freshmen choral ensemble. And I call it—not to 
them necessarily—I call it my brainwashing choir. So everybody has had a 
different experience, and we all have to learn how to build this into the technique 
that I use. So we spend that first year getting them to take what they’ve learned at 
their middle school experience, and doing whatever adjusting needs to be done to 
sing the way I want them to sing. And it, so far it works. And, by the end of the 
year, so far, this is the tenth year of the arts program; so far it’s worked. 
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Musicianship in rehearsal. Phillip believed that musicianship made possible the 
ability to communicate a composer’s intent. He recognized the problem balancing 
performance with pedagogy. Spending time on musicianship instruction means that less 
time will be available for work devoted specifically to learning repertoire. Some choral 
directors choose to limit time spent on musicianship training in favor of more time spent 
with repertoire. Phillip made the following observation regarding choral directors who 
share in this thought process: 
I was like, “you don’t understand, you don’t have time not to do this,” because if 
they sight-read you don’t have to do all this rote work. You walk in and you give 
them the music, and sure it takes a little bit of rehearsal time, but if they 
understand the basics of how to read music rehearsal goes that much quicker. 
Instructional materials. When I asked about the instructional materials that he 
used with his students, Phillip replied, 
I haven’t found anything. I used the Ottman book just for me, but Ottman gets too 
hard too fast. And there doesn’t seem to be, to me there doesn’t seem to be a 
whole lot of sequential stuff to—And I looked at the Nancy Telfer book, 
Successful Sight-Singing, which is a good series, but I still think in some ways it 
moves too quickly. So I just write my own. And it’s been a thought in the back of 
my head, heck if they can write a sight-singing book. 
Speaking specifically about sight-singing texts, I asked him if he could explain 
why he chose to design his own rather than use one of many different kinds of published 
sight-singing materials that already exists. He responded, 
And what came back to me basically was I can write stuff that works for me and 
if it works for me I can make it work for them. And then that way if you’re using 
a series you’re stuck with what that series offers. I found with my kids re–fa–la is 
a challenge. Re–fa, fa–la, either way. La–re, they’ll get sol–ti, sol down to ti, 
they’ll get that in a heartbeat. But the re–fas and the fa–las, if you’re working with 
a series you’re stuck with I don’t know, and after three times on that exercise 
you’re not sight-reading any more. It’s tonal memory and muscle memory. 
Whereas if I’m using my stuff I can go OK we’re gonna stick a lot of fa–las 
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today. I’m gonna give them some ti–res, some ti–fas, we’re gonna work on those 
kind of jumps, so its still sight-reading. 
Phillip’s rationale for creating his own materials was based on the freedom to 
custom design what he had determined would be best for his students. He taught his 
students only with solfège using moveable do. I wondered if he used the Curwen hand 
signs with his students. 
I don’t, but I don’t—mainly because that’s a weakness in my—I haven’t pushed 
myself to learn them yet, but I do have the charts up. If they want to use them or 
come from a program that uses them. 
Sight-singing society. Phillip created an extracurricular opportunity for his 
students for the sole purpose of practicing sight-singing. The students met after school 
one day a week, which gave students a chance to spend even more time on improving 
their ability. Phillip noted that as students strove to progress together, they mentored each 
other: 
So we started sight-singing society. And on Tuesday from 2:30 to 3:30, and I 
leave it open to everybody. You can be instrumental, you can be theater, you can 
be dance, and from 2:30 to 3:30 on Tuesdays we have sight-singing society. And 
the kids come in and we do nothing for an hour but sight-sing exercises. I’ve got 
compiled packages of varied keys, varied time signatures. We haven’t ventured 
into minor. We haven’t ventured into chromatic. But anything within an octave is 
fair game up or down. Everybody has to do it on solfège. I give them the tonal 
center and 20 seconds and then I give them the tonal center again. Actually I 
usually give them 30 seconds, a little bit better than district. And then we sing it 
together. I have strong ones and weak ones, but the weak ones pick up from the 
strong ones, and they get an hour of masterclass credit for it. And depending on 
what’s going on I’ll have, there are days I’ll have ten, there are days I’ll have 
forty. 
Assessment. Phillip assessed each of his students individually once every quarter 
to monitor their sight-singing ability and progress. Listed in the course syllabus were 
sight-singing assessments, quizzes, and tests. In terms of logistics, I was interested in 
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knowing if Phillip set aside one rehearsal at the end of each quarter to listen to each 
student sight-sing: 
No—I’ve got a CD recorder, a Superscope, and a digital recorder. It’s just like 
with District on the Superscope is, look at the exercise here’s a chord progression 
in the key and a five-note scale, whatever. And basically it is just like District. 
You have 30 seconds. I give them 30 seconds. You have 30 seconds, go, to look it 
over.  At the end of the 30 seconds, the recording plays the chord progression and 
a five-note scale again, go. On the recorder, sing. And, you know, they record 
their name, they sing it, and then stop the recorder. And that’s it. I take, I pop that 
SD card in and go through and, here’s this. Here’s this kid. And it’s not a major 
part of the grade. It’s mainly just, cause that’s another, that’s another aid in 
making sure that some progress is in the grade. And that’s actually what I based 
my, we do the self-evaluation now, for this new evaluation system. And that’s 
part of what I based it off was progress in sight-singing through the year. 
Phillip’s description of the assessment logistics included a comparison to the 
sight-singing component of the audition process for all-district chorus. Using a similar 
process to the audition had a secondary benefit for Phillip’s students in that they became 
familiar with the audition logistic. The assessment consisted of sight-singing an eight-
measure melody with the following parameters: major tonality, common time, a mix of 
stepwise motion and leaps not greater than a fifth, and relatively simple rhythms 
including dotted rhythms. Students in Phillip’s choral program received grades for their 
participation in rehearsal. He accounted not only for their engagement in the rehearsal, 
but the quality of their posture, diction, and blend among other elements. The students 
recorded their assessments one at a time in a practice room adjacent to the rehearsal 
room. Because he recorded their assessments, Phillip had an archive and could grade the 
assessments outside of class time. Phillip’s description also mentioned a self-evaluation: 
he was referring to a teaching assessment of which one of his goals is the progress of his 
students’ sight-singing throughout the year. The sight-singing assessment thus served a 
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secondary purpose, satisfying a part of his teacher evaluation. Lastly, Phillip included as 
part of his assessment an account of student participation in rehearsal. He offered the 
following in a slightly apologetic manner: 
I know right now it’s not politically correct to do participation grades. I don’t 
know if I’m old school or what, but I think it’s not only do you participate it’s 
how you participate. If you’re slouched down, not using the right posture, not 
forming the vowels correctly, not blending, that’s all part of what we do. You 
know. I don’t call it participation. I call it rehearsal skills. 
Recorded on a regular basis, this type of accountability could be helpful to ensure that 
students were demonstrating skills that lead to artistic performance. 
Phillip relied on the quarterly assessment to monitor the sight-singing ability of 
each student. The course syllabus listed three types of assessment: sight-singing, quizzes, 
and tests. He also included rehearsal participation as part of his assessment of choral 
students. 
Identifying student leaders through musicianship. Many of Phillip’s older 
students had enough room in their schedule that they could enroll in more than one 
ensemble. He described identifying student leaders through recognition and 
acknowledgement of their musicianship skills: 
The other thing that’s nice is because they’re the same, the upper classmen want 
to do more than just one choir. So any number of them will sign up for a second 
choir, and they’ll sign up for the ninth grade choir. And I can use them as models.  
I can use them to work with and just for the student leadership I can say. And I 
can say, John, take the guys and go into the practice room and work on the vowel 
match on this part of this song. And I’ll take the sopranos and the altos and I’ll do 
it. And I know, cause I know I can count on him to do what he’s been doing now 
for three years. I know that when those boys come out, they’ll be doing what I 
want them to do cause I know John will teach them. So that lets me give him a 
leadership role. And I have this year, there’s twenty-seven freshmen and I have 
five upper classmen in that class. 
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Phillip publicly placed value on the musicianship of the upper class students who 
served as mentors and engaged in peer teaching through sectionals: “The freshmen know 
from whence these students are coming. I think there’s a certain amount of respect for 
that.” Sectionals during choir rehearsals were a common occurrence in Phillip’s program. 
He did not limit opportunities to lead those sectional rehearsals to older students 
mentoring younger ones. Students who demonstrated higher levels of musicianship 
directed their peers:  
I do that in the advanced choir. We’ll have days when it’s just—all right the first 
fifteen minutes go do sectionals on this. And I’ll give them a section of whatever 
song needs work. Fifteen minutes go and then we’ll come back and put it 
together.  So everybody knows, and I can do that in almost all the choirs. The two 
advanced choirs definitely, the intermediate treble can be a little, it’s mostly 
sophomore girls and there are—sometimes we have a little problem with that, but 
nothing major.  And if I do have a problem with it, we minimize it. 
The “little problem” that Phillip referred to was a combination of whether 
students had adequate musicianship skills and the maturity to be a leader. He shared that 
sometimes the issue is that the ensemble does not have the maturity to accept a peer 
leader. Phillip offered that his section leaders did not make the decisions about what 
needed to be accomplished in the sectional rehearsals. “It’s a very specific assignment, 
and then we’re going to put it together after that.” 
After working with peers on the task given, the section would then return to the 
full choir where Phillip would take charge of bringing everything together. I was curious 
as to how the choirs would respond to their peers who served as student section leaders. 
Because I never observed any sectional rehearsals during my visits to Phillip’s program, I 
asked him if he could give me his perspective on their reception of peer instruction. He 
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replied, “I think sometimes it means more to the group when it comes from within.” He 
alluded that peers are potentially more receptive of instruction when it is given by one of 
the rank and file members.  
In addition to student leadership opportunities, Phillip encouraged independent 
musicianship to some degree by the structure of his rehearsal. He utilized students to 
translate or decipher the content of his instruction to peers. Phillip directly involved his 
choral students in the instructional process because he respected their musicianship and 
their ability to work with the other members of the ensemble. Students participated in 
problem solving, on a limited basis, with the music they were singing and they offered 
suggestion for the spots in the score where the choir had difficulty. Phillip demonstrated 
the consideration of his students’ skills by allowing this type of participation in the 
rehearsal. As students shared musical opinions, I recognized their musicianship as an 
expression of their authority as musicians, their sense of self. They gave voice to their 
ideas. Blair (2006) referred to this as the development of a musician’s voice, “a sense of 
self as a person with personhood validated by others when expressed musically” (p. 238). 
Phillip’s students developed and disclosed their thoughts with peers and their teacher in a 
collaborative process.   
Phillip placed value on the musicianship of students who served as mentors in 
sectional rehearsals. Students who demonstrated high levels of musicianship had the 
opportunity to lead their peers. In addition, Phillip solicited student input to solve musical 
problems that happened in rehearsal. 
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Piano. Phillip and I discussed the rehearsal logistics of his choirs following one of 
my observations. I commented on the students standing in a circle around Phillip, who 
was seated at the piano. He explained: 
We rarely do anything in—the chairs are for taking roll, announcements, and 
handing out papers and whatever. I do warm-ups there, just ’cause they’re in rows 
and it’s easier to do the rubbing and—Unless we go into sectionals when we start, 
it’s around the piano, or on the risers. And I like the piano. I use it too much. 
Phillip relied on the piano heavily in his instruction. He readily admitted this fact 
during our conversations. While observing, I noticed that they rehearsed a cappella 
selections with Phillip doubling parts at the piano. There were far fewer opportunities for 
rehearsing the a cappella selections without the piano. As we discussed his reliance on 
the piano in rehearsal, I asked him if he was aware that he doubled parts most of the time. 
Phillip shared that he had been doing it that way for as long as he could remember, so 
much so that it had become second nature. He confided that the students needed the 
opportunity to sing a cappella to listen and hear for intonation, tone, blend, breath, 
phrasing, dynamics, and other nuances.  
Phillip explained that the students in the fine arts program had to take a class 
piano course that was one semester long, with the option to take a second semester:   
There are sixteen stations and a master. And they do, you know they have to play 
a one-song recital at the end of the semester. And they have to play major/minor, 
you know major, melodic, natural, harmonic minor scales, and they have to 
understand cadences. It’s cool. I’m glad I don’t have to teach it. The teacher does 
a good job. 
The students in Phillip’s choral program further developed their musicianship with the 
study of piano. 
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Documents 
Chorus handbook. The chorus handbook provided students and parents with 
logistical information for the school year, including performance dates, uniform 
information, and opportunities for parent volunteer support. Phillip also noted his goal for 
choral students in his program: to improve musicianship. Every student in the choral 
program “will be given the opportunity to develop high standards of general 
musicianship.” 
Repertoire. On all of my visits to Phillip’s school, I made note of the pieces that I 
heard him rehearse with his choirs. There was an emphasis on modern choral 
compositions, including “Ave Verum,” by Phillip Stopford; “Heart We Will Forget 
Him,” by Victor Johnson; “There Is Sweet Music,” an a cappella piece by Daniel 
Gawthrop; “Lux Aeterna,” an a cappella piece by Michelle Roueché; and “Every Valley,” 
by John Ness Beck. I accounted for one South African hymn, “Siyahamba,” one Irish 
folk song, “Johnny Aroo’,” and one African American spiritual, “Sometimes I Feel Like 
a Motherless Child.” There were a few arrangements of popular songs, like “O Happy 
Day” arranged by Kirby Shaw, and “Tears in Heaven” arranged by Roger Emerson. 
Several of the pieces sung by the advanced choirs were a cappella. The advanced treble 
choir rehearsed a cappella arrangements of both “Pie Jesu,” from Andrew Lloyd 
Webber’s Requiem, and “You Are the New Day,” by Philip Lawson. The advanced 
mixed choir rehearsed a cappella arrangements of both “Run to You,” made popular by 
the a cappella group Pentatonix, and “Rosanna,” made popular by the American rock 
band Toto. The rest of the music had piano accompaniment. The repertoire did not 
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include any European-influenced standard choral literature. Like Steve, Phillip did not 
select any larger, multimovement works. During the interviews, Phillip and I discussed a 
wide variety of repertoire. Phillip favored works that, from his perspective, allowed for a 
very expressive portrayal of the text while offering some measure of musical depth and 
breadth for his students. He selected some graded repertoire, rated levels V and VI from 
the state choral literature manual, only for participation in the adjudicated performance 
assessments. The graded levels in the manual were assigned difficulty ratings of I (easy) 
through VI (difficult), with VI being the most difficult (see Appendix D).  
Sight-singing melodies and rhythms. Like Steve, Phillip elected not to use any 
published materials for musicianship training. Phillip created both rhythms and melodies 
for sight-singing using a computer notation program. He favored the materials he created 
because of the ability to address the specific needs of his students. As Phillip discovered 
his students had particular weaknesses in counting certain rhythms or singing certain 
intervals, he created more materials for students to practice those deficiencies. Phillip 
also preferred having control of the sequence of increasing difficulty of material. He 
shared only a few examples of rhythms and melodies.  
Both rhythmic examples Phillip created were four measures in length. The first 
rhythm was very basic, was set in common time, and included basic note values (eighth, 
quarter, dotted quarter, and half) and quarter rests. The second rhythm was more 
complex, was set in 6/8 time, and featured shifting sixteenth note subdivisions.  
The two melodies Phillip shared were eight measures in length. The first was set 
in C major and was completely stepwise, beginning and ending on the tonic. 
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Rhythmically, the first melody only used eighth notes and quarter notes. The second 
melody, set in F major was much more challenging. Phillip had composed a melodic line 
that outlined tonic, subdominant, and dominant triads. Rhythmically, this melody was the 
same level of difficulty as the first. 
Based on my observations of the material Phillip provided, I saw that he 
emphasized individual student development for reading rhythms and melodies. Phillip’s 
students did not spend much time sight-singing choral music in parts; they generally read 
only unison melodies. I did not see any sight-singing that featured part-singing. Phillip 
talked with me about having his students follow the model of the sight-singing for the 
district chorus auditions, wherein students sight-sing individually. In the interviews and 
casual discussions I had with Phillip, not focused on the context of repertoire. Although 
Phillip expected that sight-singing and rhythm-reading skills would transfer to the 
learning of performance repertoire, he did not spend the same instructional time and 
effort with his students in sight-singing actual repertoire.  
Master class report form. Phillip shared a copy of a form that students used to 
log hours spent fulfilling the mandated master class requirement of the fine arts school. 
Choral students have opportunities at the school to work with guest clinicians and hear 
performing groups. Students who attend these events complete a simple form, which 
includes a description and reflection section. Phillip’s students could include their 
participation in the sight-singing society as well as opportunities that related to music, 
especially vocal music, outside of school. Phillip maintained a database of collected 
forms to track student hours. 
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Assessments. Phillip shared a simple rubric that was very similar to Steve’s for 
the purpose of assessing individual student sight-singing ability. The rubric featured three 
categories: pitch, rhythm, and solfège syllable. Phillip assigned 45% weight to both the 
pitch and rhythm categories and only 10% to singing the correct solfège syllable. 
 Gradebook. Although I did not examine Phillip’s gradebook, he explained that 
with the exception of students who missed performances, all students in his program had 
A grades. Students needed to meet a standard of excellence in order to maintain their 
enrollment in the choral program and in the fine arts school. Phillip shared that unless 
students were unable to participate in rehearsal due to health issues, his expectation for 
rehearsal participation was complete attention, focus, and engagement. Phillip entered 
grades for rehearsal participation, performances, part-singing checks, individual sight-
singing checks, and masterclass hours. 
Observations 
I observed Phillip rehearse on three separate days. The following narratives come 
from my observation notes as I watched Phillip work with four different choirs at his 
school. 
Day one. On the first day of observations, I watched two ensemble rehearsals: the 
all-freshmen choir and the intermediate treble choir. 
Freshmen choral ensemble. The first rehearsal I observed was Phillip’s all-
freshman ensemble. In the choir room, 27 students gathered and sat in three rows of 
chairs arranged on one side of the room. The students appeared to sit without a specific 
designation or seating chart. They socialized, enjoying conversations among each other. 
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Phillip came and greeted them while taking attendance. He made a few announcements, 
reminded them to turn in completed master class forms, and then reviewed the rehearsal 
plan. Phillip explained that after the students completed their stretching and vocal warm-
ups, they would sight-sing and then look at “Every Valley” and “Sometimes I Feel Like a 
Motherless Child.” 
Phillip directed them to stand up in front of their chairs. The students stood and 
began stretching on their own, independent of each other and without any direction. It 
was obvious that the students already knew what to do from prior instruction, and that 
this was part of an accustomed routine. They demonstrated different kinds of back, neck, 
limb, and core stretches.  
Phillip asked them to begin massaging, and each student turned and began to rub 
the neck and shoulders of the student standing to his or her right. When Phillip directed, 
the students switched and started massaging the students standing to their left. The choir 
continued with similar activities, which included karate chop-like patting of the shoulder 
blades, patting with cupped hands on the back, and then scratching each other’s backs. 
Phillip watched and directed all of this warm-up activity. I was surprised at how quiet the 
students were once the warm-up process started compared to their arrival into the room. 
Next, the students faced Phillip as he guided them in breathing exercises. He had 
them place their hands on their waists and inhale from their diaphragms (diaphragmatic 
breathing). Phillip saw some of the students lifting their shoulders (clavicular breathing) 
and made a few general reminders about proper posture and breathing. He had the 
students inhale and hold their breaths for eight counts, and then exhale while hissing on 
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an s consonant (spelled [s] using IPA) until they had expelled most of their breath. The 
students also inhaled as before and then exhaled in rhythmic patterns that Phillip 
demonstrated. After the breathing exercises were over, Phillip asked the choir to take 
their places on the standing choral risers on the opposite side of the room.  
The sopranos were to his left and altos were to his right, with the tenors in the 
front and basses in the back, centered between the sopranos and altos. Phillip took a seat 
at the grand piano directly in front of the students. He reminded them of their posture and 
to sing with dark vowels, using the expression “pop and drop” to refer to holding the 
chest high and dropping the jaw. Phillip played the piano and led the students in a vocal 
warm-up that consisted of ascending octave major arpeggios followed by a descending 
scale sung on the syllable pah (spelled [pa] using IPA). The students sang the exercise 
ascending by half steps. “Frame the vowel and make it dark,” Phillip said. The students 
placed their index fingers on the corners of their mouths. As I listened, I noticed a change 
in the vowel sound as the students added the kinesthetic aid while they sang. The second 
vocal warm-up the students sang included four repeated pitches then a descending five-
note scale on the syllable flah (spelled [fla] using IPA). Phillip continued to play the 
warm-up at the piano. I noted that none of the warm-up exercises the students sang 
related to the repertoire through rhythmic, melodic, or harmonic elements. 
Phillip directed their attention to a unison melody he had projected onto a screen. 
The melody was eight measures in length on a single treble clef staff. He asked the 
students to scan the melody, “You have thirty seconds.” I watched the students analyzing 
the melody. The entire choir was fixated on the projection, and some of the students were 
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moving their mouths, but none made sound. “Are you ready?” Phillip asked, as he played 
the starting pitch and a quick chord progression to help establish the tonality and tonic. 
He stood up and counted aloud four beats. After Phillip’s four count, he was silent and 
each of the students patted their thigh to the steady beat Phillip had established. At the 
same time, the students read through the melody using solfège. The students were 
rhythmically precise and very accurate with pitch. Their intonation was excellent. And 
with that, the activity was over. Phillip did not offer any commentary or discuss their 
sight-singing. He turned off the projector and said, “Let’s look at the music.” 
First, they rehearsed “Every Valley,” by John Ness Beck. Phillip guided the choir 
through a read-through from start to finish with him at the piano, playing the 
accompaniment and adding conducting gestures occasionally. He gave verbal feedback 
and commentary while the students were singing: “Too much sopranos, back off. You 
must modify the vowel.” After the students finished singing, Phillip commented on their 
facial expressions: “You look like you’re enjoying it.” He asked the sopranos to return to 
a section where the balance was not right and told them they needed to be aware of what 
was happening in the other voice parts when they were singing. “You must listen and 
adjust; it was simply too loud here,” he said. He had the sopranos sing the section by 
themselves while he played the accompaniment. Phillip asked them to keep the intensity 
and excitement in the voice, but to sing softer. “It’s imperative that you are sensitive to 
more than just your part!” He had the entire choir sing through the same section again, 
and I listened to the sopranos adjust their dynamic to balance better with the other 
sections. Phillip also addressed a second problem with the sopranos and tenors as they 
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sang in their upper registers. He wanted them to modify their vowels, so he suggested 
they “sing with a darker, neutral vowel” in order to improve not only intonation but also 
blend. Phillip had the sopranos and tenors sing with “finger frames” as they had during 
the warm-up activities. The students sang through the passage a few times until Phillip 
was satisfied with the changes they had made. Phillip asked the students to put their 
music down and stretch for a moment. While they were stretching, he asked them to think 
about what they had rehearsed. “Let’s start again at the beginning and apply what we’ve 
learned,” he said. The students sang through “Every Valley,” and I heard the sopranos, 
perhaps a bit more cautious, sing with sensitivity to the balance of the entire ensemble. 
As before, Phillip offered verbal commentary while the students sang. “Much better, 
thank you,” he said after they passed through the problem section. I noted that Phillip had 
controlled every aspect of the rehearsal thus far, determining the problems and solutions. 
The students complied with every request and were eager to work to improve. 
Next the choir rehearsed an arrangement of the spiritual “Sometimes I Feel Like a 
Motherless Child.” As the students prepared to sing, I thought about how long the choir 
had been standing. Phillip had utilized chairs on one side of the choir room for the 
students to gather and begin their stretching and breath exercises. The rest of the 
rehearsal took place on the standing risers on the other side of the room. I wondered 
about student fatigue. The students rehearsed the introduction under Phillip’s direction. 
The arrangement was a cappella and opened with a chord progression all sung on an oo 
syllable (spelled [u] using IPA). Following the introduction, the tenors sang the melody, 
and the other voice parts provided the harmonic accompaniment on oo. Phillip doubled 
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the voice parts at the piano and occasionally raised a hand to provide a conducting 
gesture. The majority of his conducting involved head movements. As before, he 
provided spoken feedback while the students were singing. He was quick to let them 
know they were singing too loudly, and requested a “soft intensity.” The singers sang 
with excellent intonation and were very comfortable with their parts.  
Phillip stopped a few times to stand and model a part, sweeping with a very fluid 
arm motion that arched from one side to the other as he sang oo. He told the students that 
their vocal lines needed to have a sense of direction. “You cannot sit on the pitch,” he 
said. “You must move forward through the line.” When the tenors sang the melody with 
text, Phillip reminded them of the balance work they had worked on previously. He told 
the other voice parts that they needed to be able to hear the tenor part, and that the other 
voice parts were supportive. Through the process, I hoped that Phillip would stop playing 
their parts and let the choir sing a cappella. The students eventually did sing 
unaccompanied, but not until Phillip was done addressing the balance and phrasing of the 
opening section of the arrangement. When the students sang a cappella, Phillip stood and 
conducted. Immediately, I noticed that the choir was doing much more to shape the lines 
and reflect the dynamic changes marked in the score. Phillip’s gesture provided the visual 
reminders, and they responded to aesthetic elements indicating musicianship through 
performing-and-listening (Elliott, 1996–1997). The choir sang more expressively with a 
conductor than they had when Phillip was playing at the piano. As the rehearsal time was 
winding down, Phillip dismissed the students to their seats, but asked the tenors to circle 
around the piano. He had the tenors mark breaths in the introduction where they had the 
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melody with text. The tenors sang the part with Phillip doubling the line at the piano 
while breathing with the students. He complimented the tenors on their breath control. As 
the bell sounded, Phillip dismissed the class while reminding them to turn in their master 
class forms. 
Intermediate treble choir. The second ensemble I observed was Phillip’s 
intermediate treble choir. This group consisted primarily of sophomore students with a 
few upper class students who were participating in a second choral ensemble. The choir 
consisted of 43 students who sang both SSA and SSAA repertoire. I watched the students 
arrive in the chorus room, put down their belongings, and sit in the rows of chairs. Phillip 
addressed the choir, took roll, and asked them to begin the warm-up routine. The opening 
activities, which included stretching, breathing, and vocal exercises, were practically 
identical to the warm-up routine with the freshman choral ensemble I had observed 
earlier in the day. Phillip used a harmonic warm-up with the choir that I had not observed 
with the freshman choir. The singers sang a harmonic progression using solfège syllables 
in three parts: first soprano, second soprano, and alto. The progression was four measures 
in length and in a major tonality. When the singers completed four measures, they 
modulated a half step higher and kept continuing in that fashion. I listened to the students 
sing with very good intonation. Phillip guided them through the exercise, verbally 
reminding them about their vowel sounds and vocal tone. He started the warm-up by 
giving them their initial pitches on the piano and then the students sang unaccompanied. 
Occasionally, Phillip checked pitch by playing a single chord. 
When the warm-up routine was over, Phillip turned on the projector and displayed 
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a three-part sight-singing exercise that he had composed. He motioned for the students to 
move to the middle of the room near the piano, and asked the students to look over their 
parts. “Check the rhythms and look for the leaps,” he reminded them. Phillip’s exercise 
was eight measures long and in a major key. As I watched the students, I saw some 
mouthing solfège syllables and some patting a steady beat on their thighs. Phillip played 
the tonic pitch and a tonic chord on the piano. He started clapping a steady beat and 
eventually counted a measure before the students started singing. The students navigated 
the exercise very well. There was one particular rhythm that gave the first sopranos and 
altos some difficulty. I listened and was very impressed with the choirs pitch reading and 
intonation. When the students finished, Phillip addressed the rhythmic issue. In this 
particular spot, the first sopranos and altos had the exact same rhythm. He asked them to 
clap the rhythm together as he clapped a steady beat. I listened to the students struggle 
with the rhythm again just as they had when they had sung. The students were having 
trouble with a syncopation, which consisted of an eighth note on the beat followed by a 
quarter note. Phillip asked the first sopranos and altos to clap the eighth note subdivisions 
for the two measures in question while the second sopranos clapped the steady beat. As I 
listened, I heard the first sopranos correct their rhythmic error, but the altos were still 
having difficulty. After a few attempts, Phillip instructed the students to speak their 
solfège syllables in rhythm instead of clapping. After a few more attempts, the rhythm 
was cleaning up in the alto section. Eventually, Phillip had each part speak their rhythm 
separately. When the altos had their turn, the rhythm was correct. In my opinion, the altos 
had learned the rhythm by rote after hearing the first sopranos demonstrate how to 
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correctly read the rhythm. In this part of the rehearsal, the students demonstrated their 
sight-singing as a display of performing-and-listening (Elliott, 1996–1997). Phillip had 
the students read through the exercise one last time before moving on to repertoire. 
The first selection the choir rehearsed was “Heart, We Will Forget Him.” Phillip 
asked the students to take their places on the standing risers. First, he reviewed parts in 
the last section of the song. Phillip guided the second sopranos through their part as he 
played their pitches and rhythms mixed with some of the piano accompaniment. On two 
occasions, he stopped to help build confidence by allowing the second sopranos the 
opportunity to make repeated passes through passages in which the singers had difficulty. 
Phillip followed the same procedure with the altos and the first sopranos, reviewing 
pitches and rhythms in the last section. He also gave verbal directions for where he 
wanted the singers to breathe. Phillip devoted a lot of his spoken direction to diction, 
modeling vowel sounds, and aligning consonant sounds at the ends of phrases. After the 
students reviewed their parts independently of each other, Phillip combined them in pairs: 
first and second soprano, first soprano and alto, and second soprano and alto. Lastly, he 
had all the parts sing through the end section, first doubling parts and then switching to 
accompaniment. Phillip read through the text by Emily Dickinson and talked to the 
students about it. He asked them to reflect on what the story meant to them, and to think 
about conveying the story through their singing. 
Phillip played the introduction and had the choir sing through the piece from the 
beginning. One student sang the solo at the beginning. It was apparent that the soloist had 
spent a significant amount of time preparing the solo. The student sang from memory and 
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performed beautifully, demonstrating an understanding of phrasing and inflection. I was 
both impressed and moved by the student solo. When the choir entered, I heard the same 
phrasing and inflection that the soloist had used. Phillip cautioned the first sopranos about 
overpowering the other parts. “Be sensitive to the balance please,” he said. When Phillip 
gave verbal comments such as this, it reminded the singers to listen reflectively (Elliott & 
Silverman, 2015) as they performed. As they continued, Phillip asked the second 
sopranos to “lean in” to the dissonances and ease up as they resolved. The second 
soprano part had several suspensions and retardations in the cadences at phrase endings. 
As the song progressed, I could hear the second sopranos singing as Phillip had 
requested. When the choir got to the ending section where they had reviewed pitches and 
rhythms, the parts were fairly accurate, but the singing lacked the same expression that I 
had heard up until that point. Phillip asked the students to sing through the ending section 
a few more times while he played. “Can you give a bit more?” he asked.  
Moving to the next selection, “There Is Sweet Music,” Phillip started by reading 
the poem by Alfred Lord Tennyson. He discussed the imagery and how it related to the 
musical choices made by the composer. For this piece, the setting was a cappella and in 
four voice parts. Phillip started the singers, having them sing with the syllable loo 
(spelled [lu] using IPA) instead of the text. He doubled their voice parts on the piano 
while they sang. Phillip appeared to be focused on helping his students tune the chords. 
The harmonic rhythm was fairly slow and the homophonic setting made it easier for 
Phillip to listen to the choir’s intonation. He continued to play their parts as they sang and 
also provided verbal feedback. The students were very successful with the consonant 
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chords, but the dissonant chords provided some challenges, especially where the voice 
parts were just a step apart. Phillip had the choir sing through to the end, and then 
returned to some of the more problematic spots. He asked the students to come down 
from the risers and circle around the piano. For the problem spots, Phillip eliminated the 
rhythm and had the singers hold chords. During this activity, he stopped playing parts. I 
worried that Phillip was going to continue to play and not give the students the 
opportunity to become independent. Singing a cappella, Phillip was able to hear how the 
students where navigating the chord changes and their parts. The students were standing 
around the piano in voice parts.  
Phillip employed two additional strategies to help his students: he had the students 
sing in combinations of two and three voice parts, and he had the students layer the 
chords adding voice parts one at a time. As I listened, I heard the students improving and 
becoming more confident. Keeping the students around the piano and in parts, Phillip had 
them return to the beginning of the piece and sing with the text. Before the choir began, 
Phillip asked for a volunteer to read the poem as he had done when they had started 
rehearsing. Several students indicated they wanted to read by raising their hands. He 
chose one student and asked everyone to listen and imagine seeing the place that 
Tennyson described. As the student finished reading, Phillip played the starting pitches 
and conducted. He did not play their parts. The singers navigated the harmonies, 
adjusting and tuning as they listened (Elliott & Silverman, 2015). They were focused on 
making sure that pitches were accurate, and I could see the level of concentration on most 
of their faces. While they were singing, Phillip mentioned vowels and singing with tall 
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mouth shapes. Dynamics, phrasing, and other expressive elements were not prevalent in 
their read-through. As they finished, Phillip praised them for working hard together as a 
group: “We are making progress.” He told them they could sit and relax, and that he 
needed to pass out some handouts they needed to take home. Phillip spoke with a few 
students individually. At this point, the students were socializing in small groups. As the 
bell sounded, Phillip dismissed the students and again told them how pleased he was with 
their work. 
Day two. I observed the same ensembles on my second trip to Phillips’s school: 
the freshmen choir and the intermediate treble choir. 
Freshmen choral ensemble. I watched as the students arrived conversing and 
finding their ways to the rows of seats. Phillip took attendance on his iPad and collected 
some papers from students. He had a few casual conversations with some students about 
school activities and how things were going with their classes. Phillip reviewed the items 
he wanted to accomplish in the rehearsal and instructed the students to begin their 
stretching routine.  
I watched the students engage in the same stretching activity I had observed in 
their previous rehearsal. The students stretched individually first and then grouped 
themselves in lines to complete the massaging, patting, and scratching aspect. Phillip 
observed and walked around the students during this activity. He directed them in a series 
of breathing and posture exercises once the stretching activity ended. The first breathing 
exercise started with the students rolling their shoulders back and standing tall. Phillip 
counted a steady four-beat pulse and instructed the students to inhale deeply and pulse s 
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consonants in short bursts on the beat. He asked them to place a hand on their diaphragm 
to feel the pulsing. For the second exercise, Phillip directed the students to exhale all of 
their air out while bending forward at the waist. Once they had expelled all of their air, 
they stood upright with a hand over their diaphragms before inhaling deeply. Phillip 
asked them to be aware of the feeling in their diaphragms and cautioned them against 
lifting their shoulders when they inhaled. 
As the breathing exercises ended, Phillip motioned for the students to circle 
around the piano and to stand so that they were not next to someone singing the same 
voice part. The students were taking a bit too long to get settled, so Phillip clapped a 
rhythm pattern and the students echoed back the pattern. Phillip clapped several rhythms 
for the students to echo, adding finger snaps and vocalizations such as sighs. The students 
continued to echo as Phillip varied the tempo and added dynamic changes. He told them 
to continue listening carefully as they began warming up their voices. Phillip sat at the 
piano and played while the students sang the same two warm-ups I had heard during their 
previous rehearsal: the arpeggio with a descending scale and the repeated four pitches 
with a descending five-note scale. Lastly, Phillip directed the students in a chordal warm-
up using solfège syllables. The singers sang a four-part harmonic progression that they 
repeated several times, moving up by half steps each time. Phillip kept reminding the 
students to listen and adjust as they sang. He also told them not to get sloppy with their 
vowel sounds: “Think Latin, tall and rounded vowels please.” 
Phillip asked the students to take their places in sections on the standing risers. He 
had them begin with “Every Valley.” As in the first rehearsal I observed, Phillip played 
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the accompaniment while adding conducting gestures here and there. He spoke to the 
students as they were singing. “Listen,” he said. “Modify your vowels please.” When 
they finished he praised the sopranos for remembering to adjust for balance. He told the 
tenors that he still was not happy with some vowel sounds in their upper register. Phillip 
asked the tenors to come to the piano and had the rest of the choir sit. “Use your frames 
please,” he said to the tenors, referring to using index fingers to frame the sides of the 
mouth. He played their part as they sang through the spots in question. Phillip asked for a 
more neutral vowel and darker tone, and he demonstrated with his voice for the tenors. 
The tenors sang again, and when Phillip was ready he had the choir stand and sing 
through the problem spots together. “You must be willing to make those changes tenors,” 
Phillip said. The choir made one final pass with Phillip playing. I listened and heard 
improvement from the last rehearsal. The choir had improved balance and blend. As I 
reflected on their musicianship and artistry, I thought the students would have been better 
served if Phillip were not always at the piano. When Phillip conducted, the students 
responded better; his gestures clarified dynamics, phrasing, and cut-offs. When Phillip 
accompanied at the piano, he provided verbal feedback, often in reaction to what was 
happening. 
Next, Phillip rehearsed the choir in singing “I Am But a Small Voice.” He asked 
them to sing doo syllables (spelled [du] using IPA) at the refrain to help define the 
rhythms, especially the sixteenth notes. He played the accompaniment while the students 
sang. After a few passes, Phillip asked them to switch to the text, first speaking in 
rhythm. He clapped a steady pulse while the students spoke. Phillip asked if they could 
  222 
incorporate more vocal inflection and dynamic contrast while they spoke the rhythms, as 
if they were singing. Phillip eventually had them transition to singing this section, using 
accompaniment, doubling parts, and having them sing a cappella. He asked the students 
to think about what they were singing and to reflect on what they were communicating. 
“Listen to these words,” he said. Next, Phillip had them sing through the entire piece. I 
observed that the sixteenth note figures in the refrain had rhythmic clarity. I thought 
about my experiences in working with ninth grade singers, and noted how exceptional the 
tone and intonation was of Phillip’s freshman choral ensemble. 
Phillip told the students he was ready to hear those who wanted to audition for the 
solo parts at the beginning of the song. He directed the choir to sit on the risers, and 
singers came to the piano one at a time to sing the solo parts. Phillip did not take any 
notes regarding the student singing. He sat at the piano and played the accompaniment 
while each student sang. Most of the singers from all of the voice parts took a turn to sing 
the solo parts for Phillip at the piano. He offered no feedback as the students sang. I 
thought about how difficult it would be to choose student soloists, as their voices were 
simply outstanding. I assumed that he was making mental notes on which singers he 
would choose. This was a somewhat time consuming process to hear all of the students 
auditioning during the rehearsal. I watched the students who were seated while their peers 
sang. Most were very observant and followed along with each singer. The students 
clapped for each other and also gave spirited verbal praise. After the last student sang, 
Phillip told them they could collect their belongings and have a seat in the chairs across 
the room.  
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Intermediate treble choir. This was my second opportunity to listen and watch 
the intermediate treble choir rehearse with Phillip. After the students had arrived and 
seated themselves, Phillip made some announcements and collected master class forms 
from students. He reviewed his plan for the rehearsal and answered some administrative 
questions from individual students. After Phillip took attendance, he asked the students to 
begin their warm-up routine. 
As I had witnessed in previous rehearsals, the choir proceeded to stretch 
individually, while Phillip stepped away from the group. The students stood in rows in 
front of their chairs. I watched all of the students engage in exercises that focused on 
stretching the neck, shoulders, and arms. Phillip returned and guided the students through 
a group massaging routine, and then some breathing exercises. He spoke to them about 
their singing posture, an awareness of the diaphragm, and keeping their inhalation low. 
Phillip conducted a four-beat pattern and counted aloud as the choir inhaled for four 
counts, held their breath for four counts, and then exhaled on s for eight counts. The 
second breathing exercise was similar except they pulsed their exhalation on the beat, and 
he asked them to use various sounds other than s.  
He asked the students to circle around the piano and led the class in vocal 
exercises including the ascending arpeggio and descending scale sung on pah and the 
descending five-note scale sung on flah, both of which they had used at my last 
observation. Phillip also had the choir sing ascending and descending major scales using 
solfège, except this time the voice parts alternated singing the scale degrees. For example, 
the altos sang do, then the second sopranos sang re, and the first sopranos sang mi, and so 
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forth. The students demonstrated the ability to hear the scale and sing the next scale 
degree in sequence. Phillip gave a starting pitch and conducted while the students sang 
unaccompanied. The students used the alternating sequence of voice parts initially; then 
after four or five scales, Phillip gestured to the next voice part he wanted to sing the next 
scale degree. The students appeared to enjoy this exercise and demonstrated accurate 
intonation. 
Phillip asked the students to get their music for “There Is Sweet Music.” He 
reviewed phrasing and breaths in the score and asked the students to make sure their 
music was marked. “Please circle the dynamics for your part,” he asked. I observed all of 
the students writing in their scores and a few students conferring with each other. Phillip 
asked the students to take their places on the risers, and he played the starting pitches. He 
stood in front of the choir and gestured a full measure including a preparatory breath. 
When the singers entered, Phillip quickly stopped them and told them they were too loud. 
“Think,” he said. “Check the dynamic, it’s mezzo piano.” Phillip started conducting and 
the choir began singing. My impression was that the students sang better when Phillip 
conducted. I watched as they responded to his gesture: Phillip provided the dynamics, the 
shape of the phrases, and where to breathe with his gesture, facial expression, and body 
language. The choir was more focused and engaged in the activity when he was 
conducting as opposed to when he was sitting at the piano. As I listened, I heard 
improvement in pitch and tuning from the choir since I had last heard them sing this 
work. The students also sang with a greater level of expression and detail. 
Phillip had the students sing through to the end once, and then he addressed 
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several areas, focusing on diction. He worked on vowel sounds for certain words such as 
dews, the second syllable of waters, and the word pass. Phillip stressed the importance of 
matching vowel sounds with the entire chorus to help bring clarity and improve 
intonation. He also worked with the singers on placing consonant sounds together and 
adding stress to specific consonant sounds, such as the sh sound in the word shadowy. 
Before having the students sing through the entire piece again, Phillip rehearsed 
the problem spots both isolated and out of context, and in larger sections, making them 
transition in and out of challenging passages. Occasionally, Phillip would play pitches 
and chords at the piano for reference or to check and make sure the chords the students 
were singing were correct. The choir sang through the relatively short piece three times 
before moving on to the next selection for rehearsal. Phillip provided feedback in-
between each sing through, focusing solely on diction and dynamics. 
The next selection was a three-part (SSA) setting of “Johnny Aroo’,” arranged by 
Ron Jeffers. Phillip asked the students to move from their voice part sections to standing 
in a mixed formation. He played the tonic pitch on the piano and the minor tonic chord. 
As with the first selection the choir rehearsed, Phillip conducted the choir 
unaccompanied. The students sang very expressively, demonstrating aesthetic elements 
through their performing-and-listening (Elliott, 1996–1997). I observed that the choir was 
very familiar with this arrangement and had already spent time rehearsing in order to 
perform with such detail and musicianship. When they finished singing, Phillip praised 
them but asked if they would sing the canonic section from the arrangement again. He 
wanted the voice parts to match the inflections and accents with more precision when 
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singing the imitative material. This was a much higher level of detail to add to what I 
perceived as a very expressive performance. Phillip had the second sopranos sing through 
their part in the section of the arrangement. He asked the first sopranos to listen for the 
accents and inflections that the second sopranos employed, providing an opportunity for 
critical and reflective listening (Elliott & Silverman, 2015). When they finished, Phillip 
asked the first sopranos to discuss what they had heard. Several of the students 
participated in the discussion, including some second sopranos and altos. The students 
described what they heard, and Phillip shared his impressions of the second sopranos 
singing. One of the students shared that she had heard the second sopranos adding stress 
on certain syllables in certain phrases, but that in other phrases equal weight was given to 
all of the syllables. Another student added that when she heard the stressed syllables, it 
made hearing the shapes of the phrases. A third student said that the stresses made certain 
words stand out as if they were more important. 
Phillip said that the second sopranos needed to carry the text inflections into all of 
the phrases, not just the ones at the beginning. He asked the second sopranos if they knew 
which words needed more weight in the latter part of the passage. The students read 
through the text in rhythm, and Phillip asked them to mark the words that they thought 
needed more weight. Together, Phillip and the students agreed which words required 
more stress in each of the phrases, and he had them sing through the passage one last 
time. He then had the students listen to the first sopranos sing in order to offer 
commentary on their use of inflection and accents. As before several students participated 
in offering their impressions of what they heard. Phillip also shared his thoughts, and 
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suggested what he perceived to be the best use of inflection and accents from both voice 
parts. He had the first and second soprano parts sing the line together, using the 
inflections and accents in the same way. The students made several passes through the 
canon section together. After each time, Phillip would offer feedback and suggestion for 
the students to employ, as he worked to make both soprano sections sing the line 
similarly. With each pass and feedback from Phillip, the students improved.  Eventually, 
Phillip had the students sing the parts as they were written in canon. I was impressed with 
the level of detail. The students sang a few times through the section, and I heard the 
matching of rhythmic inflection and accents become more imitative. Before finishing, 
Phillip had the students sing through the entire arrangement one last time. He told them 
that they would work on the other canon section the same way at their next rehearsal. 
Phillip dismissed the students to the chairs. He asked to speak to one student individually 
before joining the choir near the rows of chairs. Before dismissing them to their next 
classes, he praised them one final time. 
Day three. My final observations at Phillip’s school comprised the advanced 
treble choir and the advanced mixed choir, neither of which I had seen before. 
Advanced treble choir. My first observation for day three was Phillip’s advanced 
treble choir, which comprised junior and senior female students. The students arrived, 
placed the belongings near the rows of chairs, and socialized in small groups until Phillip 
addressed them. 
After a few announcements and attendance were completed, Phillip engaged the 
ensemble in the same warm-up routine I had observed with the freshmen choir and the 
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intermediate treble choir. The students completed stretching and physical exercises 
independently and as a group. Phillip guided them through a series of exercises that 
focused on breathing and posture. After the breathing exercises were over, Phillip asked 
the choir to take their places in the center of the room, circled around the piano. The 
students stood in voice part sections with Phillip seated at the piano in the middle of the 
circle. Phillip played the piano and guided the students in an ascending octave major 
arpeggio followed by a descending scale sung on the syllable pah, ascending by half 
steps. He instructed the students to place their index fingers on both sides of their mouths 
at the corners. He told them that they needed to keep the vowel dark through the arpeggio 
and the scale. I could tell that the students were used to the kinesthetic mouth framing. 
Next, Phillip led the students in a second vocal warm-up, which consisted of four 
repeated pitches followed by a descending five-note major scale on the syllable flah. The 
students sang while Phillip played everything on the piano. As the warm-up proceeded, 
Phillip talked to the students, giving feedback on their tone and intonation. He reminded 
them to keep vertical resonant space while they sang and to be careful with the 
descending half step between fa and mi. 
Lastly, Phillip completed the warm-up time by having the students sing a four-
voiced major chord on various vowel sounds as he called them out. The students held out 
the chord and staggered their breaths as needed while Phillip directed one voice part at a 
time to change pitch in different ascending or descending intervals. He reminded them to 
listen and to be aware of their tuning as the chords changed. Occasionally, Phillip would 
check their parts by playing the piano, but during this exercise the students were given 
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the opportunity to sing a cappella. Phillip asked the singers to find their original starting 
pitches a few times during the exercise. I was impressed that the students were very 
successful with their pitch memory. Phillip reminded them to be aware of tuning and 
adjusting as needed several times by simply saying, “listen,” encouraging the choir to 
reflect on what they heard (Elliott & Silverman, 2015). 
Phillip instructed the students to take their places on the standing risers, and told 
them he wanted to hear “Pie Jesu.” One of the selections the choir was rehearsing was an 
a cappella arrangement of Andrew Lloyd Webber’s “Pie Jesu.” Phillip played the starting 
pitches for the students and established the tempo by counting aloud. I could tell 
immediately that the choir had rehearsed this selection previously. The students were 
singing from memory and sang with confidence. As they sang, Phillip played their parts 
at the piano, provided an occasional conducting gesture with one hand, and gave spoken 
feedback critiquing diction, balance, and phrasing. Phillip stopped the students and 
addressed how to improve those areas in small sections of the score with repetition. 
As the students showed improvement, Phillip moved to the next area of concern. 
He stopped the singers and discussed the overall legato nature of the arrangement, 
complimenting the singers on their vowels. He was concerned, though, that they were 
losing the consonant sounds because of the legato singing. “I need to hear the 
consonants,” he said. “Please bring those sounds out.” As the students made subsequent 
passes through the same small section, Phillip praised the first alto section for their 
consonants and asked the other section to listen to the first altos. He had the first altos 
sing by themselves. “Did you hear that?” he said, calling upon the students to listen as 
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they performed (Elliott, n.d.). He encouraged the singers to bring the consonant sounds 
forward. “I’ll tell you if it’s too much,” he said. In general, I heard the students give more 
emphasis to the consonant sounds as they continued to review small sections in the score. 
It seemed to me that this was a result of Phillip’s emphasis on its importance. 
He stopped the students a few times to call attention to the first soprano section 
singing too loudly when the melody moved to the second soprano part. The students sang 
through the sections in question several times. Phillip listened and pointed out those times 
when the first sopranos had the melody and when the second sopranos had the melody. 
“You must be aware of what’s happening in the music,” he said. Phillip had the first and 
second sopranos sing their parts only when they had the melody. When the melody 
switched to the second sopranos, the first sopranos stopped singing and so forth. The 
students appeared to benefit the most from this strategy, as they could easily hear the 
movement of the melodic line as it changed from part to part.  
Once the repetitions were finished, Phillip added the alto sections and had the 
entire choir sing. I could hear the adjustment to the balance of melody and harmony 
beginning to take hold. Lastly, Phillip stopped the singers to discuss giving direction and 
shape to the phrases, telling them that every note does not receive the same stress. “We 
must be sensitive to where the line is going,” he said. In one section of the score, he had 
parts sing by themselves and asked students in the other sections for feedback, providing 
opportunity for the students to respond after critically reflective listening (Elliott & 
Silverman, 2015). Most of the students agreed that the second soprano part was doing the 
best shaping of their phrases through the use of crescendo and decrescendo. Phillip asked 
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the other sections to model what the second sopranos were doing, and had the choir make 
several passes together in various spots throughout the arrangement. 
Phillip asked the students to sing “Lux Aeterna,” by Michelle Roueché, for the 
next part of the rehearsal. As with the previous piece, Phillip gave the starting pitches and 
counted the singers off to start. Phillip doubled voice parts on the piano despite the 
a cappella arrangement. I listened as the choir sang through the work, and noticed that the 
preparation was not the same as “Pie Jesu.” The students still needed to learn pitches and 
rhythms, and even text in some spots. Phillip gave them the starting pitches again and 
conducted the opening from the piano, allowing the students to sing unaccompanied. The 
harmonic language was much more dissonant than in the first selection, and as a result, I 
noticed the singers having difficulty tuning the opening chords. I felt it was important for 
Phillip to let them struggle through this without jumping in to assist with the piano. The 
students made three passes through the opening and there was a little improvement, but in 
general the same difficulties were present. Phillip directed the students to circle around 
the piano. He had the students sing the opening chords by layering the voice parts one at 
a time from the bottom up. The second altos sang their first pitch, then the first altos, and 
so on. Phillip talked to students while they sang through this process, telling them to 
create more space inside their mouths for resonance and to adjust their vowel for the 
word lux. His strategy appeared to help the students hear how the chords were supposed 
to sound. 
Phillip also had the students hum the chords. A lot of time was spent on the 
opening four measures and also with a similar four-measure section that occurred later in 
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the piece. At one point Phillip chose to play the piano while they sang, though I thought 
the students progressed better when Phillip used it merely to check and give reference. In 
my opinion the piano hindered the students’ ability to listen to each other and adjust their 
intonation to tune the chords. 
In the next section, the first soprano part was a melodic line supported by 
sustained chords in the lower voices. Phillip told the singers that they were going to fix 
two things: the parts for the lower voices and the balance between the first soprano 
melody and the lower voice chords. He asked to them to get their scores. First, he 
addressed the parts in the lower voices, excusing the first sopranos to sit on the risers. 
Phillip played the second alto pitch and asked them to sing the pitch on loo. While the 
second altos were singing their pitch, Phillip asked the first altos to find their pitch. The 
first altos did not have any trouble finding the major second above. Then he asked the 
second sopranos to sing with solfége syllables, starting on the second altos’ pitch, do, and 
moving up the scale to sol. Once the second sopranos arrived at sol, Phillip had them 
change to the loo syllable to match the alto parts. The singers were singing the correct 
first chord, so Phillip cut them off and asked them to enter at the same time on the 
downbeat. He gave a one-beat preparatory gesture and then the downbeat. The singers 
sang the correct pitches on loo. Phillip cut them off and praised them. 
He then asked them to sing the chord again on solfège syllables: do, fa, and sol. 
As the students held out the chord, Phillip instructed the second altos to move to ti, the 
first altos to move to do, and the second sopranos to remain on the same pitch. He 
directed the students to oscillate between the two chords using the solfège syllables. 
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During this time, Phillip played the tonic on the piano occasionally as a reference. I 
listened as the students became more and more comfortable with the pitches and the 
tuning of the chords. Phillip asked the second altos to read through the entire four-
measure section with the text. He played their first pitch and then clapped the beat while 
the students sang the four measures. The students sang both the pitch and rhythm very 
well.  
Phillip reminded them to keep the vowel tall on the first syllable of Domine. He 
had the first altos and second sopranos also read through their line independently just as 
the second altos had. He had them read their lines through together as well, but chose to 
double the parts on the piano. After a few more repetitions, the students singing the lower 
voice chords were doing very well with their parts. Phillip asked the first sopranos to join 
the choir around the piano. He talked to the students about the balance needed in this 
section. The first soprano part was marked at a louder dynamic level than the other parts. 
He told them that they needed to understand how their part functioned, not only in this 
section, but also throughout the entire piece. Phillip had the entire choir sing through this 
section, and he stood up from the piano to conduct. Using gesture to remind the lower 
voices of the softer dynamic level, the singers did very well with Phillip conducting. 
After spending some time reviewing both this section and the chords in the introduction, 
Phillip told the choir he was pleased with their work. 
Phillip asked them to return to their places on the standing risers. He made a few 
reminder announcements as the rehearsal neared its end. He told them he wanted to hear 
“You Are the New Day” before they had to leave. As the students sang, I noted that this 
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selection was more or less performance ready. The choir sang beautifully with a lot of 
attention to details, including diction, dynamics, and phrasing, exhibiting their response 
to aesthetic elements and demonstrating a rich form of procedural knowledge (Elliott, 
1993). As I looked at the score, I saw that this selection was also a cappella. Phillip 
conducted the choir from the piano, but part of the way through the piece he began 
doubling parts again. This confused me; although the repertoire the choir rehearsed was 
entirely a cappella, it was surprising that Phillip gave the students very little opportunity 
to sing unaccompanied. He was fairly persistent in doubling parts at the piano during the 
majority of the rehearsal.   
Advanced mixed chorus. My final observation at Phillip’s school was the 
advanced mixed chorus rehearsal. This choir’s membership consisted of 28 upper class 
students only. They came into the room a few minutes after the bell sounded—I heard 
their hustle and bustle before I saw them. Their conversations were loud as they entered 
the chorus room and got closer to where I was positioned. It was a sound that I had grown 
accustomed to during my time at this school while walking the hallways. Phillip greeted 
them as they came in and directed them to sit quickly because there was a lot on the 
agenda for the day.  
During my three days observing Phillip and his choirs, I learned that he frequently 
told his students that there was a lot that needed to be accomplished at the beginning of 
most of their rehearsals. Once seated, Phillip made a few announcements, handed out 
some forms, collected some forms for master class hours completed by the students, and 
took attendance on his iPad. All of this took place very quickly before he started them on 
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their warm-up activities. As the choir began warming up, I noted that all of the choirs I 
had observed followed a very similar routine.  
Phillip directed them to stand up in front of their chairs that were arranged in 
three rows. He asked them to begin stretching, and all of the students complied. The 
students did their own stretching exercises independent of each other. There was no 
formal or organized plan with the stretching activity. I observed several different types of 
stretching, including exercises involving the neck, shoulders, arms, legs, and back.  
When Phillip called for them to massage, the students instinctively turned to their 
right and began to rub the neck and shoulders of the student to their right. Phillip then 
called for them to switch and each of the rows of students made an about face and started 
massaging the student to their left. This same pattern occurred with karate chop-like 
patting up and down the shoulder blades, patting with cupped hands up and down the 
back, and finally back scratching. Phillip would call out all of the directions to the 
students and when to switch. It reminded me of a physical education class with a leader 
calling out the different exercises.  
It dawned on me how quiet it was; the students were silent for the most part. 
These were not the same students who came into the classroom. All of the students turned 
back to face Phillip as he instructed them to put their hands on their waists and inhale 
from the diaphragm. He cautioned them against lifting their shoulders. The students 
inhaled and then began to exhale on s to a steady beat, gestured by Phillip. When the 
breathing exercise ended, he told them to take their spots. The students left their seats and 
walked to the center of the room around the grand piano. They had obviously done this 
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before as they went from being mixed in their seats to being grouped by voice parts 
around the piano. Phillip’s warm-up part of the rehearsal, which included stretching, 
breathing, and vocal exercises, was very similar with all of the ensembles I observed. All 
of Phillip’s students were familiar with the warm-up routine. 
The sopranos and altos were opposite each other, and the tenors and basses were 
arranged likewise. Although all of the students faced inward towards Phillip, eye contact 
was now possible between students. Phillip’s eye contact, though, was limited to the 
sopranos to his left, the altos to his right, and the tenors directly in front of him. The bass 
section stood behind Phillip as he sat at the piano.  
Phillip played the piano and led the choir through the vocal part of their warm-up. 
He told them to pop and drop, and further explained to unlock the knees and keep their 
vowels dark. They sang a vocal exercise on the syllable pah that began with an ascending 
octave arpeggio and finished with a descending scale. The exercise went up in a series of 
half steps. As the students sang and Phillip played, he asked them to keep the vowel dark. 
He asked for them to frame their vowels as they sang. The students placed their index 
fingers pointing up on both sides of their mouths. I heard a change in their vowel sound, 
and Phillip acknowledged the change to his students.  
The second exercise was sung on the syllable flah and consisted of four repeated 
pitches and a descending five-note scale. This exercise descended by half steps. Phillip 
told the students to drop out when the range became too low for their voices. The choir 
and director then moved to rehearse repertoire.  
The first selection was an a cappella setting of “Ave Verum,” by Philip Stopford. 
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This piece was voiced for eight parts, SSAATTBB, and thus spread the sections thin for 
the 28 high school voices. There were eight sopranos, six altos, six tenors, and seven 
basses. The choir sang the selection through in its entirety with Phillip conducting.  
On a few occasions, Phillip played some individual lines on the piano for certain 
voice parts, always keeping one hand and arm continuing with a conducting gesture. He 
kept his eyes on the score on the piano rack in front of him. When they were finished, he 
told the group that there were some balance issues. In particular, he thought the altos 
were too loud. Upon saying this, he saw some of the altos’ facial reactions, mostly 
disbelief. He told the altos to trust him and repeated that they were too loud.  
He started the group again and this time looked at his students while he 
conducted. While they sang he told them to darken the vowels. He told them that he 
needed to see stupid on their faces with their vowels. This meant that he wanted to see 
their exaggerated mouth positions for the dark vowels he was requesting. Phillip 
maintained most of his eye contact with the students in the alto section as they sang. The 
other students looked on as they sang, making eye contact with Phillip’s gestures, and 
singers in other sections. He told the altos not to push the line, and asked them to lighten 
up. As the balance improved to his satisfaction he praised them.  
When the choir finished the second rendition, Phillip discussed the text of “Ave 
Verum” with his students. He told them that he needed to see the sacrifice of Christ on 
their faces in addition to hearing it in their voices and explained that there should be a 
sense of pain and anguish. Phillip asked them to sing again, but first reviewed an alto 
part. He asked the altos to listen as he played a few phrases on the piano and sang solfège 
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as he played. When he finished I could hear some of the altos singing the phrases softly 
using solfège. 
Phillip stood and gave a starting pitch and an upward conducting gesture to 
inhale. This time as the choir sang, I noticed Phillip mouthing the Latin text. He was 
modeling the mouth positions that he wanted to see. A few times I thought I heard his 
voice singing one of the tenor lines. I saw increased expression and what Phillip referred 
to as stupid vowels on several of the students’ faces. There was an increased intensity and 
energy as they sang. Perhaps the altos were a bit timid this time, holding back in fear of 
upsetting the balance that their director desired. I thought their singing was exquisite and 
very different than their first attempt. Phillip complimented the group for their effort, and 
I saw several smiles on many of the students’ faces. Phillip controlled the identification 
process of the problems and how to go about solving them. I perceived that the students 
understood the rehearsal process because it appeared that they were both comfortable and 
familiar with how Phillip structured the lesson. The students worked together to make the 
changes that Phillip requested. Based on body language and casual conversations, it was 
evident to me that the students were pleased with the results and so was Phillip.   
Phillip had the students end the rehearsal by reviewing an a cappella arrangement 
of “Africa,” by the rock band Toto. The students’ body language and facial expression 
indicated an elevated level of excitement. Phillip played the started pitches and moved 
from the piano toward the group. As they began to sing, it was obvious that this selection 
was fairly polished, if not performance-ready. When the choir transitioned from the verse 
to the chorus, Phillip stopped them. He asked them to sit as he walked toward the audio 
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cabinet. Phillip plugged in his iPhone and played the original recording by the rock band 
for the students. “Listen to the change from verse to chorus,” he said. “We need to 
emulate that feel,” he said. I watched the students as they listened. Some closed their 
eyes, and some of them moved to the music, swaying back and forth. Several of the 
students were lip-syncing with the recording. When the recording was over, Phillip asked 
the students if they thought they could sing with the same “feel” as the recording. 
Because Phillip stopped the students fairly early into the transition, I did not fully 
appreciate what he perceived to be lacking in their performance. I believed that listening 
to the recording was beneficial, but Phillip gave little direction aside from listening to a 
certain moment and for the students to attempt to emulate the “feel.” By having the 
students listen and reflect (Elliott & Silverman, 2015), he provided and opportunity for 
the students to develop their musicianship that would later be demonstrated in their 
performance. Phillip played the starting pitches as before, and led the group through a 
performance of the arrangement. I enjoyed watching the students sing with excitement in 
their faces. Several members of the choir moved with the music. The choir’s performance 
was fun and musically impressive. As I listened, it was apparent that a lot of work had 
already occurred in addressing the details of diction, dynamics, and phrasing. When the 
song was finished, Phillip praised them and motioned for them to move towards the 
chairs as he spoke individually to a few students. When the bell rang, Phillip told the 
students to have a great day. 
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Summary 
At the time of this study, Phillip had had a 38-year career as a school music 
teacher. He had spent the first 11 years as an elementary music teacher and the latter 27 
years as a choral director. His high school choral program was part of a specialized fine 
arts school, and it consisted of 130 students who participated in four ensembles: a 
freshman choir, an intermediate treble choir, an advanced mixed choir, and an advanced 
treble choir. Phillip’s choirs had consistently received high ratings at performance 
assessments, and frequently, individual students participated in all-state and honors 
choirs.  
Throughout all of the interviews, Phillip continually referred to musicianship as 
“more than notes on a page.” This was the foundation of his concept of musicianship, 
inspired by his high school choral director. Phillip’s description of musicianship involved 
literacy, technique, and artistry, which combined to form a “big picture.” His process in 
rehearsal followed a step-by-step regimen, addressing his defined components of 
musicianship separately in the beginning. The literature that was chosen for performance 
also allowed for opportunities to address the progress of student musicianship. He chose 
not to use any published materials for musicianship instruction, instead composing his 
own sight-singing exercises so that he could better address the specific needs of his 
students. Outside of the choral ensemble course, students at Phillip’s school took two 
years of comprehensive musicianship, class piano, class voice, and beginning conducting. 
All of the students were required to log master class hours, and some students chose to 
take AP music theory. All of the senior students completed a special course that resulted 
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in a final project and recital. Because the students in Phillip’s program took additional 
courses that addressed musicianship, Phillip developed musicianship skills primarily 
through the rehearsal of repertoire. Knowing the training his students received outside of 
the choral rehearsal, Phillip was not as concerned about the performance-pedagogy 
paradox (Freer (2011). He shared that he had a high expectation of the skills students 
should have in his rehearsals as a result of the extra coursework. 
Phillip instructed his students in sight-singing using relative solmization through 
movable do. He did not teach hand signs, but recognized that some of the students had 
those skills based on the middle school programs in which they participated. Phillip 
created an extracurricular opportunity outside of the rehearsal to instruct students in 
sight-singing that he called sight-singing society. He assessed students’ sight-singing 
abilities and also assigned grades for participation and occasional part-singing checks. 
Phillip’s primary focus for choir rehearsals was the learning of repertoire. He was not 
concerned with balancing pedagogy and performance because he knew that the students 
were receiving musicianship instruction outside of his choral rehearsals. He developed 
student musicianship through the learning of repertoire. 
I considered Phillip’s pedagogy of musicianship through the lens of seven of the 
types of MTKs (Elliott and Silverman (2015): 
8. Phillip spoke with me about his expectation of a high level of verbal knowledge 
when communicating with students about the repertoire during rehearsal. He 
believed that his students had an advantage in this regard given the benefit of 
additional coursework in musicianship. 
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9. I observed Philip and his students demonstrate their experiential knowledge of 
musicianship, applying skills learned from previous experiences to solve musical 
challenges with new repertoire. 
10. Phillip and his students demonstrated an awareness of their collective strengths 
and weaknesses in solving problems, a characteristic that was indicative of their 
situated knowledge. 
11. In some instances, Phillip and his choirs made decisions based on repetitive and 
accumulated experiences, decisions that reflected their intuitive knowledge. 
12. The students in Phillip’s choirs were passionate about developing their 
musicianship. As they encountered challenges, the students perceived problems 
and challenges as opportunities to continue developing their musicianship, 
reflective of appreciative knowledge. 
13. Phillip selected repertoire that provided artistic challenges for his students and 
created opportunities for musicianship growth. He selected appropriate repertoire 
through a process of ethical thinking and knowing. 
14. In rehearsal, I observed Phillip and the choral students in command of their 
accrued musicianship, engaging in supervisory knowledge as a means to account 
for the entirety of their music making. 
Sue: Building From the Ground Up  
Portrait 
One of my colleagues who directed the choirs at a private school initially told me 
about Sue and her choral program. He worked in collaboration with her and several other 
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private school choral directors at an annual choral festival event for schools in the same 
independent association of private schools. He spoke highly of her choirs and the work 
she had achieved in starting a high school chorus at her school. Every year at the all-state 
chorus event I always noticed several students selected by audition were members of 
Sue’s choral program. Her choirs consistently received high ratings for their 
performances at the adjudicated assessments. I formally met Sue at a regional choral 
directors’ meeting. Through our conversations at various events, concerts, conferences, 
and workshops I got to know more about Sue, her choral program, and what she placed 
value on as a teacher. One such area of value that I continued to associate with Sue was 
musicianship.  
Sue’s earliest experiences with music had begun with piano lessons when she was 
in the second grade. These lessons and time spent at the piano had helped to forge an 
important relationship with the piano for Sue. She had had an active church life as a 
young person and had participated in youth choir in her teens. In middle school, Sue had 
joined the school band and had learned to play the saxophone just like her older sister 
had. The choice of instrument had been one of convenience, as her family still had the 
saxophone her older sister had used. In high school, Sue had continued in the school 
band, but had also joined the school chorus. Her band experience had been quite 
memorable. The band director had been dynamic and had built a large, high quality 
program. The choral director, though, had been more relaxed. The experience in school 
chorus for Sue had not been as exciting.  
After high school, Sue had attended a small Christian college as a music 
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education major with a primary concentration in piano. At this school, she had 
participated in the college choir, and it had been very enjoyable. Most of her memories of 
this experience focused on the performance trips that the choir had gone on as public 
relations work for the college. Sue had also toured with a smaller choral group from the 
college as their accompanist, both the summer before and the summer after she had 
graduated. The smaller group had served as ambassadors for the college, performing at 
churches and camps belonging to the denomination that sponsored the college. While 
performing at a camp the summer after she graduated, she had been offered a position as 
a youth and choral director at a church.  
She had held this position for 5 years before moving to another church music 
position for 10 years. In the latter years of her church music work, Sue had begun to feel 
dissatisfied with her growth as a musician. Eventually, she had enrolled at local 
university to pursue a master’s degree in music education. During her graduate program, 
she had quit her church music position, and had started working as an elementary music 
teacher at a Christian school.  
Sue wanted to be a high school choral director, but instead took a new position as 
an elementary music teacher at a private school. Before taking this new job she had had a 
few conversations with the headmaster about starting a high school chorus, as one did not 
exist. Sue accepted the elementary music position with the hopes of eventually creating a 
choral program with the high school students at the school. The headmaster agreed and 
met with some of the high school students to stir interest. Almost immediately into the 
new elementary job, Sue formed a small high school choir and rehearsed with them 
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outside of their regular schedule of classes. She had them meet after school or during 
lunch. It was tough maintaining the elementary position and trying to start a high school 
choral program. Eventually, Sue succeeded and the program grew, so much so that the 
school administration created a new position. Sue became the choral director for both the 
middle and high schools. She literally built her position and program from the ground up.   
Sue’s early years of piano lessons had not included any music theory instruction 
or focus on playing scales. Her piano teacher had been strict, and instruction had focused 
primarily on repertoire. By the time Sue matriculated to college, she had discovered that 
her preparation in piano was not comprehensive. She remembered the faculty assisting 
her in remediating her piano skills in her first year majoring in music. Sue described her 
middle and high school band experience as one where the directors sought perfection. 
The high school band director pressured the students to do their best. Sue’s high school 
chorus experience had been unmemorable. The choral director had been too laid back and 
had had no drive. Sue attributed her early musicianship training to her piano lessons and 
not to her experiences in band and choir. 
Reflecting on her college choral experience, Sue recognized that she had not 
received a solid foundation of classical training. She acknowledged that one of her most 
significant shortcomings was with repertoire: Singing with the college choir had exposed 
her to little of the standard choral literature. Her college director had demanded precision 
and had been able to make the choir sound beautiful; however, Sue could not recall a 
single technique that she employed as a choral director that she had learned from her 
college director. As a student during her formative years, Sue’s development as a 
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musician had not included, in her opinion, the influence of a music teacher. In terms of a 
mentor, Sue modeled her teaching after the choral director she had studied with during 
her graduate degree program.  
Sue started piano lessons at a fairly young age and continued studying the 
instrument well into her adult life. As a church musician, and in her position as a choral 
director, she relied heavily on the piano. During one of our conversations, I asked her 
about the influence of the piano on her perceptions of musicianship. I wanted to know if 
she related music learning to the keyboard. She answered, 
Pretty much and I still do. In fact I have a keyboard up in my room, you probably 
saw it, where I teach things from. Because that’s visually how I see it. And it 
seems like that visual representation helps other kids as well. 
As I continued to probe different aspects of the influence of the piano on her 
musical life and teaching, I asked her if students in her chorus program took private piano 
lessons. She acknowledged that she was aware of many students in her program who 
studied piano. 
Sue cited the return to her own education as a turning point in her career. Her 
work on her graduate degree in music education helped to fill what she perceived as 
voids in her own choral training. It was professionally and personally revitalizing. Sue 
held a state office in the state music education association. She was very active in 
promoting her choral program in the local community. The opportunity to build a choral 
program from the ground up came at an opportune time. She had the luxury of working 
with students at a young age to prepare their musical foundation for her high school 
chorus. And even though she was not currently working directly with the elementary 
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students at her school, Sue was involved with teaching the middle school students who 
would later move into the high school choirs.  
Sue exuded a warm and compassionate spirit. The casual conversations I heard 
before and after class between teacher and students revealed a very caring nature. Sue 
was genuinely interested in her students, including their life outside of her classroom, and 
she knew her students well. She had taught many of them beginning in the sixth grade. 
The school was a small enough community that Sue was aware of some of students even 
before thy joined the chorus. There was definitely a demonstration of respect for Sue 
from her students, but the relationship was not strictly formal. Although Sue was in 
control of her classroom, opportunities for student input and ownership in the rehearsal 
process were fostered. I appreciated the flow and pace of Sue’s rehearsal. The students 
appeared to be enjoying themselves as they reviewed work they had already 
accomplished, and were challenged with new concepts and ideas. It appeared to me that 
they felt like they were contributing participants in the rehearsal process instead of mere 
instruments to be directed. The comfortable environment that had been established prior 
to my arrival allowed for very productive rehearsals of Sue’s choirs. 
Sue’s school. At the time of this study, Sue’s position was at a private school that 
opened in the mid-1960s. She was the only choral director ever to have worked at the 
school, a position she had held for 10 years. In fact, she had singlehandedly built the 
middle and high school choral program while teaching elementary music at the school. 
She directed two high school choirs and one middle school choir and taught music 
theory. The choirs performed often at the school and for many varied venues in the 
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surrounding community. In addition, the choirs took numerous performance trips all over 
the United States. Sue’s choirs always received high ratings when they performed at the 
annual adjudicated performance assessments. Individual students from her program 
consistently participated in auditioned honor, regional, and state choirs.  
The school enrollment was approximately 750 students in grades kindergarten 
through 12. The choral program enrollment was 77 students divided into three ensembles: 
a high school mixed chorus, a small auditioned high school choir, and a middle school 
mixed chorus. The racial makeup of the school was predominantly White; non-White 
students comprised approximately 11% of the population.  
The school had very extensive grounds and was located in a rural setting. Two 
single-story structures comprised the main school buildings. The elementary grades used 
one building, and both the middle and high school students used the other. There was a 
large athletic complex outside and well-manicured landscaping. The upper school 
building I entered appeared to be fairly modern. The interior had a formal flair with many 
dedicatory photographs and plaques on the walls. It was just a short walk from the office 
area to get to the chorus room.  
I passed by the gymnasium and, glancing through the open doors, I saw several 
portable displays with student artwork that had been set up on the gymnasium floor. The 
school was preparing an art show for later that day. I saw some students as I walked and 
took note of their attire. They were not dressed as casually as I have grown accustomed to 
seeing students at my own school; they had a collegiate look.  
The chorus room had once been two classrooms. With the dividing removed, the 
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result was a quite large, rectangular room. There remained two classroom doors to enter 
the space. The ceiling was standard height and had acoustical tiles and recessed 
fluorescent lights. Industrial grade, bluish-gray carpeting covered the floor, and the walls 
were off-white. At one end of the rectangle was a small, tiered floor to accommodate 
about 40 chairs. The chairs were blue and matched the carpet. The tiered flooring was 
obviously custom-built to the space. It lined the sidewalls somewhat, and formed a 
squared horseshoe shape with two tiers and matching carpeting. Chairs sat on the floor as 
well, allowing for three rows of different heights.  
On the walls behind the seating area were pictures and posters commemorating 
past music-themed events, activities, and performances. A small choral folio cabinet was 
located on the far wall. A full-size, 88-key, electronic piano sat centered in front of the 
seating area. Almost dividing the room in half was a very large dry erase board on 
wheels. This was the largest board of this type I had ever seen. I later learned that it had 
been custom made for this classroom. It had a relatively large center section framed by 
two smaller sections on either end that had permanent staff lines. There were a few 
simple melodies written out on the staff lines on one end of the board, as well as some 
posters of the Curwen hand signs. At the far end of the room was another electronic 
keyboard, several file cabinets, a teacher’s desk, some bookshelves, a media cart with an 
LCD projector, and an audio cabinet with speakers. The room was very clean and tidy. It 
was obvious that everything had a proper place. 
Sue’s students. Sue’s students made up two choral ensembles: an intermediate 
mixed chorus and a small advanced vocal ensemble. Because of scheduling, all of my 
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observations were limited to the advanced ensemble. The students in the advanced 
ensemble were auditioned males and females in grades 11 and 12. Four of the students 
studied voice with private teachers, and one student took voice lessons from Sue. Three 
students took private piano lessons. Sue characterized one of the piano students as quite 
advanced. Two of the students took private guitar lessons. Sue was aware of two students 
who actively sang in church choirs. A couple of the students had already completed the 
music theory course Sue taught at the school. The advanced vocal ensemble was the 
premier group for Sue’s program and had the more extensive performance schedule. 
Interviews 
Defining musicianship. In our interviews, Sue and I talked at length about 
musicianship. I considered her desired outcomes for the students in her choirs. Sue shared 
an experience wherein she had heard one choir sing with great technical success, but the 
performance had been sterile and cold. She commented that it had lacked “warmth and 
expression.” I asked Sue what she thought was missing from the performance she had 
heard. “The idea of musicianship, I mean we can enter the room and still create a piece of 
music, but without total musicianship we don’t experience that piece of music, neither 
does the audience.” “Total musicianship,” from Sue’s perspective, allows for an 
experience by not only the audience, but also the singers. I asked Sue to choose her 
performance preferences from two options. Was her personal preference technical 
accuracy with a lack of emotion, or a highly expressive performance that included many 
technical flaws? She shared the following: 
Depends on if it was right before assessment or not [laughter]. The one that I 
would prefer listening to is the one that conveys the emotion, what the music is 
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really about, rather than technically perfect but lacking all of what—that music is 
an art, and an art form for expressing ideas, emotions, culture, that sort of thing. I 
would prefer the second one if I was going to listen to it. 
As we continued our conversation, both of us referred to the technical aspects of 
performance and the expressive aspects of performance. We each shared more about 
concert experiences similar to the one Sue had shared earlier. I eventually asked Sue if 
she thought music literacy was a necessary step in order to achieve an artistic 
performance that included what she characterized as “total musicianship.” She responded, 
To a large extent, even though sometimes I try to overlap them. We could learn 
the notes on the page and get everything perfect, you know, and then start 
working on the musicianship. But if you were at conference, I don’t know if it 
was last year, but the woman—she went through what she teaches in a week-
long—like in one hour, and it was just like—And I never, but she talked about 
teaching both at the same time. That they’ve got to learn the phrasing at the same 
time we’re trying to clean up those notes. Where does all this come together? So, 
yeah, I do it separately, and I see it separately, but I also overlap them. And I 
think I’ve, you know, sometimes I don’t know if you have, I’ve paid the price of 
doing that, then trying to go back and add that, and the kids just can’t make it 
happen. Make it dance. I don’t know what you mean to make it dance, you know. 
Sue separated what she perceived as two distinct concepts: Teaching notes 
represented her first concept. The second concept she referred to as musicianship, which 
included elements such as phrasing. Just as she acknowledged, Sue’s rehearsal method 
presented concepts separately most of the time. Note-learning, which consisted of pitch 
and rhythm, came first, followed by other elements, especially those that were more 
expressive and artistic. This was exactly what I observed when I was present in Sue’s 
rehearsals. The course syllabus that Sue created for her choral program included the 
following introductory statement: 
We, as the High School Chorus, are composed of two sections of chorus, the 
Intermediate Chorus, for all aspiring choral students, and the Advanced Chorus, 
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an auditioned group of sophomores through seniors. This arrangement is more 
beneficial for teaching the various levels of musicianship within the larger age 
span. (Sue, original work, August 28, 2014) 
Her statement justified the need for two ensembles, intermediate and advanced, 
with the helpful result of being able to address different abilities of musicianship. Her 
syllabus also included educational objectives that she created. Some of the goals listed in 
her syllabus included (a) the development of fundamental music notation reading, (b) the 
development of sight-singing skills, (c) the recognition of musical elements, and (d) the 
demonstration of expressive qualities in varying styles of choral music. Sue’s goals 
conveyed a comprehensive list of objectives for her high school choral program, 
including musicianship.  
Student goals. During an interview, Sue shared the following regarding her 
particular philosophy or view of the inclusion of musicianship instruction for her 
students: 
Oh — I know I do. I’ve written it a couple of times. It would be for the students to 
enjoy just music making, singing together as an ensemble, and knowing that 
they’re creating something worthwhile, beautiful, something that conveys life and 
emotion to an audience. I think I’ve told them either with the theory or the sight-
singing, ‘cause I grade both of those very easy, I do everything in my power to 
make them successful. What I tell them is, I’m not giving you these things to find 
a way to fail you. I’m giving you these things to find a way to make you more of a 
musician, to make you more successful in the classroom. It’s to give outside of 
what the academic classes give. A gift of being able to relax, being able to come 
into a class and not have to spew out memorized answers, but to be able to grow 
and create something that, in time, is beautiful. 
Sue’s response hinted at a justification to her students for the inclusion of music 
theory and sight-singing in her choral instruction. Ultimately, she included these to 
provide them with a foundation in which to “create something… beautiful.” I also noted 
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her opinion regarding the “gift” that her instruction offers in contrast to “what the 
academic classes give.” 
I wondered if there was one thing Sue wanted her students to take with them after 
they graduated, and inquired if she had ever thought about what her students would 
remember about their experience in one of her choirs. 
A love for singing—a lifelong love for singing. I don’t want that—when they 
leave—I don’t want it to be the end. I want them to continue to do it because it’s a 
part of their life.  
Sue had an expectation that the choral experience at her school created a foundation for 
her students that would lead to similar experiences after they left. It was her desire that 
their singing continued into adulthood, perhaps in a choral setting. 
Because the high school choral program did not exist before Sue’s arrival at her 
school, I wanted to know if she had to complete any written proposals or create 
documentation that outlined curriculum objectives or goals. She said, 
When I first started there wasn’t a curriculum, and I had to design and write that. 
We, every other year or so, continue to look at that curriculum and update it. In 
fact just this year we were asked to do that by the end of the school year. Our state 
[learning outcomes] for music were just updated. I liked those even better than the 
ones that I previously used. I took those out and I copied them, and put them in 
my notebook so that I can follow them. They were so specific and so goal 
oriented for each level. So yeah, I’ve had to write them with those at my right 
hand, cross referencing all the time to make sure I’m up to snuff on what the state 
is expecting to be done. There are some things that I’ve had to readjust because of 
time constraints. I couldn’t necessarily incorporate everything, but I do the best I 
can. 
Given the requirements for accreditation and the task of starting a choral program 
from the ground up, it was important for Sue to design a plan that fulfilled expectations 
and would ensure growth. Sue acknowledged that she relied on state learning outcomes to 
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guide her instruction. Although she admitted that she was not able to follow and include 
everything, she used them as a regular reference. 
Ensembles in the program. Sue directed three choral ensembles at the school: a 
middle school chorus, an intermediate high school chorus, and a small advanced high 
school vocal ensemble. We discussed her students’ transition from middle school to high 
school chorus. I was curious how she selected students for the advanced ensemble. I 
asked Sue if all of the students in the advanced group sang in the intermediate group at 
some point. She described the process: 
Yeah—that’s almost required. Very seldom do they get into the advanced group 
with having been in the intermediate group at least one year. The girl that you sort 
of saw everybody looking to—she auditioned right into the advanced group. 
Students in Sue’s program typically moved from the middle school chorus to the 
intermediate high school choir. To join the advanced ensemble, students had to audition. 
This succession of ensembles allowed Sue to sequence instruction as students progressed 
in their musicianship. For the most part, this design worked; however, there were 
instances when Sue had to address issues with keeping students with similar abilities 
grouped into the same ensembles.  
New students. As she described the various aspects and challenges of acclimating 
new students in to the choral program, I considered how overwhelming the task could be. 
I asked Sue to explain her process of acclimating new students to her program, especially 
how she addressed musicianship instruction. Was there a particular area that she felt took 
precedence when working with new students who had not had the benefit of advancing 
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through the choirs from middle school? She explained that her primary focus was sight-
singing with solfège: 
I begin by emphasizing the sight-singing and teaching it with solfège and teaching 
it from like the ground floor up with constant repetition and review. I guess 
because I start with the sixth grade and am not used to having a group a kids come 
in at the ninth grade level at a certain preparedness point. I see it as starting at the 
smallest nugget and then working my way slowly up with constant review, 
because I’m also getting students in that are new to the program in the seventh 
grade, new to the program in the eighth grade, new to the program in the ninth 
grade and so on. 
Warm-ups. One of the topics we discussed was the use of vocal warm-ups as part 
of rehearsal activities. I asked Sue if she ever used her warm-up exercises to address 
musicianship deficiencies she had noticed in repertoire rehearsals. She responded, 
I probably pick my warm-ups more related to something in the voice that I want 
to develop. It’s like I want to work on head voice or I want to work on chest 
voice, or I want to — that blended voice, or I want a certain sound for a certain 
song we’re doing. Or, man we need to work on vowels in a particular song, so I’ll 
gear it toward the vowels or breath control, or range. 
Sue used warm-up exercises to address vocal technique issues. 
Sight-singing. Sue mentioned that she used solfège. I asked her if she had always 
used that system of sight-singing. She responded, 
Good question, because in my undergraduate work I was taught with numbers.  
And we used numbers all the time. I guess during my master’s is when I became 
more familiar with the solfège and started using it. So when I actually started 
teaching sight-singing I probably started with the solfège, because of its 
usefulness in vowels and so on and so forth as well. So I think that I just began 
when I actually was teaching it in the school I was probably using solfège. 
When I asked Sue how much rehearsal time she usually spent on teaching sight-
singing when working with her choral students, she replied, “Probably 5 to 10 minutes 
max.” It did not seem to be an enormous amount of time given a 60-minute choral 
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rehearsal, especially if she planned to listen to each of her students. I wondered what 
could actually be accomplished with regard to sight-singing in such a relatively short 
period of time. Knowing that Sue was able to start sight-singing instruction with students 
before high school, I asked her if she had developed some sort of comprehensive plan. 
She explained, 
Because I have middle school too, I start at the sixth grade level, teaching sight-
reading. So I’ll start it, solfège, without it being related to the staff at all—just 
solfège syllables. Can they sing from do up to so and back down? Can they sing 
do-mi-so-mi-do. And probably halfway through the year I try to then translate that 
into the staff. So they begin to realize what they’re seeing, just in the solfège 
signs, is on the staff as well, and can move around. 
As we continued to talk, I shared with Sue that my high school students often 
have difficulty with solfège syllables, especially if they come from middle school choral 
programs that use a different system or if they do not get any sight-singing instruction. 
Sue enjoyed an advantage in this regard. In her situation, she was able to introduce 
solfège to her middle school choral students. As the choral director of both a middle and 
high school choral program, she was not dependent on other teachers to start instruction. 
Sue’s students had the potential for 3 years of solfège in middle school. Although it was 
great that Sue introduced solfège to students in the middle school choral program 
beginning in the sixth grade, I wondered if Sue’s high school students experienced any of 
the same developmental difficulties with learning solfège that my students do. She 
replied, 
Right. And I actually have done a vocal exercise to where it’s become really 
familiar and then try to challenge them as . . . OK, which solfège syllables are 
these? Where does this lie in the solfège? And make them think that through. 
Sue’s response contradicted her position that she utilized vocal exercises for the 
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specific purpose of developing vocal technique. Here she offered an exercise as the basis 
for improving familiarity with the solfège syllables.  
In an interview that took place before observing one of Sue’s rehearsals, I asked 
her to describe the 5 to 10 minute sight-singing instruction included in her choral 
rehearsals. She described one type of activity that made reference of the audition for 
district chorus. In this audition, individual students must sight-sing a melody in addition 
to singing a prepared song. When asked if she approached sight-singing as a group, as 
opposed to individual, activity, Sue explained,  
I’ll usually start with sight-singing as a group, but then as we progress and get 
closer to [district chorus] auditions I focus on the individual student. When we are 
working as a group, I give them the tonality and then I give them 30 seconds to 
peruse it. During the perusal time, they can all sing independently before I have 
them sing the entire melody as a group. 
In this case, she was speaking of having her students sight-sing a unison melody 
together as opposed to part-singing. The short amount of rehearsal time reserved for 
sight-singing was typically spent on sight-singing unison melodies. Sight-singing in parts 
would normally happen as students were starting new repertoire. Her description was 
exactly what I observed in rehearsal. Sue had her students sight-sing one eight-measure 
melody together in unison. The tenors and basses sang an octave lower than the sopranos 
and altos. I observed some students taking the lead during the sight-singing by moving 
forward with confidence as they sang. The leaders appeared to navigate the intervallic 
leaps with ease and kept the original tempo. It was obvious to me that some students were 
following slightly behind, but it was difficult to know for sure exactly which students 
were following. I was not close enough to the students to determine this. She offered 
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some positive commentary after the students were done, but it was brief. Sue and her 
students transitioned to rehearsing repertoire quickly thereafter. 
Musicianship in rehearsal. In our first interview, I asked Sue to describe one of 
her choral rehearsals. I wanted to know about her instructional activity and what priority 
she gave to different components. She described a typical rehearsal: 
On a normal day probably what I would describe is they would come in get their 
folders, start with some kind of a physical warm-up. After that, we’d do vocal 
warm-ups. Then I’d go into parts of three pieces at least in a rehearsal. And I 
would probably not try to work on something that was difficult the whole time. 
Probably [I] would try to put difficult at the beginning or middle of the rehearsal 
and something a little easier at the end. It just depends on the piece of music. If 
I’m not feeling successful, I’m feeling they’re not making progress, I might spend 
a little bit more time on it. I might put it aside and do a little bit more thought 
process on what I need to do with that particular piece of music. And that pretty 
much wraps up—especially if we’ve got a theory lesson in there, which of course 
is not going to happen everyday. 
Her rehearsal plan allowed for flexibility based on the needs of the students. The 
only types of activities mentioned in her description, however, are warm-up exercises for 
the body and voice and the rehearsal of repertoire. Sue does not reference any 
musicianship training in her rehearsal description. After she shared the different types of 
warm-up exercises she uses with her choirs, I asked about musicianship instruction. She 
responded, 
Yeah, we do physical warm-ups then vocal warm-ups. Probably sight-reading first 
and then I do a theory lesson maybe once a week, probably not more often than 
that. And then hopefully relate that theory as we go along to the music. But an 
actual sit-down, paper, let’s learn something new lesson is not going to happen 
more than once a week. 
Sue acknowledged that sight-reading occurred regularly as part of a rehearsal, and that a 
music theory lesson might occur weekly.  
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Music theory. In addition to sight-singing, Sue mentioned that she included a 
weekly music theory lesson. I asked Sue to offer an overview of the music theory 
instruction that she used with her choral students. She explained how she implements this 
in the sixth grade: 
Yeah, we have a progressive theory curriculum that I use. It is, again challenging 
for the ones that haven’t been there from grade six on. I start with a very simple 
theory curriculum in my sixth grade. Then when we hit seventh grade, I usually 
tell them what we are going to do is go back to the beginning again. But this time 
we are going to progress a lot faster than we did in sixth grade. So they’re going 
to hopefully go back to the beginning—that first six weeks is going to be review 
and then we’re going to push on to some new material. Now my seventh and 
eighth grade groups are together, so that review is going to happen twice for the 
seventh and then the eighth graders, and then we are going to try to push on. If 
they’ve been with me for three years, by the time they get to high school they 
should have a basic understanding of theory. So then I can start at a higher level 
and progress forward. It just depends on the group as to how theory-minded they 
are, how far we get each year. 
The instruction she outlined here took place in the middle school chorus. In both 
the interviews and observations, I noticed that she focused primarily on teaching sight-
singing through melodic exercises. The students had opportunities to demonstrate the 
application of their sight-singing ability with the repertoire in rehearsal, but I did not 
witness the same time and instruction in fostering the transfer of those skills. In rehearsal, 
I observed students rehearsing repertoire that was far more challenging than the melodic 
exercises used for sight-singing. One of the inherent goals in Sue’s music theory 
instruction with her middle school students was to prepare them for the high school 
chorus. Sue’s position as both middle and high school choral director gave her a great 
vantage point from which to reflect on the progress of her students from sixth grade 
through 12th grade. Because of her position, Sue was able to monitor student progress for 
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seven years, and in turn, this period allowed her to understand each of her students’ 
strengths and weaknesses in detail, with the exception of new and transfer students. In my 
program, I work directly with my high school choral students only. Sue had not had to 
worry about forging a relationship with a middle school director who fed her program. 
Her contact with students for a long span of time enabled a wider view from which to 
base the design and comprehensive nature of her musicianship instruction program.  
Given Sue’s vantage point, I was curious if she noticed any particular concept her 
students had difficulty understanding. She shared, 
I think probably, number one, the concept of the major scale blows them out of 
their mind if they do not have piano. And, why we have key signatures, that 
concept. It’s a struggle for some of them to get it. And the other one is, especially 
for the advanced group, is minor key signatures and how that relates to major. For 
some it is a foreign language. Key signatures are really hard for some reason. 
Sue identified two concepts that presented challenges for her students. She thought that 
the major scale was problematic for her students, with the exception of students who 
studied piano. She also noted that her advanced choral students had difficulty with minor 
key signatures. 
Instructional materials. I asked Sue if she used published material for her 
musicianship instruction. Sue acknowledged that she used published materials, and talked 
about a “very simple sight-reading program” that she used with her sixth grade students. 
This program also incorporated some music theory. She purchased different materials for 
music theory and sight-singing to use with her students in the high school choirs. I was 
curious to know why Sue chose the materials she was using with her students, and if she 
was happy with what she was currently using. 
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That’s a good question, cause I think I tried a couple different things. ‘Cause, you 
know I’ve got other theory books on my shelf that I use from—I can’t remember 
the names of them right now. That’s terrible. I think it was, yeah, keep trying until 
you find what you really like, you know, looking at conference at books. Does 
this work? I’m still not completely happy with what I have. I wouldn’t swear by 
it. But, it’s the best I found so far, especially at the high school level where there 
are kids in there that are constantly repeating those same lessons year after year. 
It’s the best one I’ve found so far. I’m in the process of looking at another sight-
singing program for my middle school kids, because I’ve never used the Curwen 
hand signs, and this one is very sign oriented. I think I found this one in one of 
our journals. And so I looked it up online, bought just the first lesson, and am still 
trying to review that lesson to see if I want to buy into the whole program. But he 
uses the hand signs and games. So I’m looking into this new one that is more 
interactive. 
With this response, I learned that she had never used the Curwen hand signs in 
combination with solfège syllables. Sue revealed, though, that she was considering 
adopting a new program that included Curwen hand signs. She was not completely 
satisfied with the materials she was using with her middle school students, based on their 
progress.  
Knowing that Sue differentiated instruction to meet the diverse needs of her 
students, I asked her if she ever created any of her own teacher-made materials to use 
with her students. She explained: 
Actually what I do, and I’ve used another one this—I think, yeah this year was the 
first I’ve used sightreadingfactory.com. I project them from the computer onto the 
board. You can edit the parameters instantly, and produce several exercises. 
The use of this online program allowed Sue to customize several parameters 
including rhythms, intervals, and vocal range to create sight-singing exercises for her 
students. 
Differentiating instruction. Sue differentiated her instruction in an effort to meet 
students’ needs primarily by providing the appropriate challenge through more difficult 
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or easier materials. In addition, Sue grouped students by ability and used peer teaching to 
assist students with deficiencies in their musicianship. As we continued our conversation, 
she explained some of the challenges she faced in dealing with students at various skill 
levels: 
Now the challenge is, when you have new students come in. And each year I’ll 
have new students in the seventh grade. I’ll have new students in the eighth grade, 
and on up; to try to get them into the understanding of how to do it and not have 
to back track. Usually theory and sight-singing go somewhat hand in hand in 
teaching it. I try to teach it from the sight-singing, but also technically on paper. 
Then as we progress, I’m trying to think in the upper school, it just depends on the 
level of proficiency for each class how much I try to challenge them. 
Unfortunately, I’m going to have freshman in the upper school classes that are 
still struggling with skips and so on and so forth. But then I’m going to have 
juniors that have gotten the do mi so mi do, but need to get fourths and everything 
else in. So constantly doing it, but constantly having to adjust how difficult I 
could do it depending on who’s in what class. 
I noticed something interesting as we continued discussing differentiated 
musicianship instruction. I had always considered that the primary goal of differentiated 
instruction was to best meet the individual needs of students in order for them to 
progress. Sue, however, appeared to have a different goal in mind: 
Sometimes I’ll get a student in my class now and then from the strings program. 
But I still have to start at zero—ground zero to get everybody in on the same 
page. It makes it easier for some. It makes it difficult for others. I think just 
stressing the importance of teaching both of those on a regular basis rather than 
getting all caught up in the program and what you’re going to sing and how 
you’re going to perform it. 
As Sue sought to address the needs of new students joining the chorus, one of her 
goals was to “get everybody in on the same page.” This concerned me, thinking that 
Sue’s perspective on differentiated instruction was one of ultimately creating a choir with 
homogeneous musicianship abilities, and moving away from addressing individual 
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student needs. I was encouraged, though, when she said she taught sight-singing and 
solfège regularly.  
Assessment. One of the topics I discussed with Sue was the use of assessment in 
a high school chorus. She shared some information regarding the ways she employed 
assessment in her choral program: 
Theory, sight-singing — I like to grade them on quartet singing together. Do they 
have their part and so forth? Now this year it was difficult because of the snow 
days. I was in a crunch to get everything done. So, there were things let go that I 
don’t like to let go. So I do quartet singing and sight-singing, and then of course 
their concerts, performances, and rehearsal grades. 
Although Sue normally included assessment in the form of quartet singing and sight-
singing as part of her evaluation regimen, she noted that it did not happen regularly 
because she lacked of time. 
Sue included an entire section devoted to assessment in the course syllabus. 
Grading for the choirs was based on four areas: content knowledge and music theory, 
singing and sight-singing skills, performances, and administrative tasks. I was curious 
about the specific way in which Sue assessed the music theory progress of her choral 
students. She explained how she evaluated her students and if her choirs took periodic 
tests: 
I don’t even call them tests. For the most part I call them quizzes. At the end of 
each unit I will quiz them. And, I do give them a grade. But basically I like to see 
how many of them have this mastered. They’re catching on. They know what 
we’re doing. How many of them still have no clue as to where we are headed 
theory-wise. So, yeah, they take quizzes maybe once every four to six weeks on 
the theory that we’ve covered. 
She used music theory quizzes to determine which students had mastered concepts.  
When it came time to assess sight-singing, Sue had an innovative approach that 
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incorporated the use of technology. During our conversation, she told me that she 
monitored the progress of each individual student’s sight-sing ability. She described the 
process of assessing each student’s sight-singing  
They use Google Voice. They call me and sing that sight-reading. It records it, 
and sends me an email with the recording. It works really well. 
I was intrigued, as I had never heard of this type of assessment. Sue had found a 
way to use technology to assess students without using class rehearsal time. I asked her to 
explain further. 
What I do is, I make a two-sided page. The first page, the front is for the 
intermediate group, the back is for the advanced group. The parameters are: They 
can choose any one of the pieces – any one of the numbers on their sheet, their 
side.  They can practice it as many times as they want to. They can write the 
solfège [syllables] in. They cannot play it on any instrument. They cannot consult 
with anybody. It was to be completely done on their own, but they can spend as 
much time on that sight-reading as they want to. And then they call me and sing 
that for me. They give me the number and tell me which one they’re doing and 
then go for it. 
I immediately wondered if sight-singing examples, practiced “as many times as 
they want to,” could be considered sight-singing. Sue assumed that her students were 
being completely honest. I asked her if she thought that cheating was an issue. 
I have not encountered that yet. I think they pretty much all abide by the rules and 
have done it. Now we have a really strong honor code in our school, so I don’t 
know if that lends itself to it or they’re just, you know, abiding by the rules and 
that’s it. 
Because the students were at home when they recorded their sight-singing on 
Google Voice, many possibilities existed for impropriety. These included the use of an 
instrument or perhaps the help of someone else. In our conversation, I mentioned that 
students might record several attempts at the same sight-singing exercise. I was also 
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concerned that students had an opportunity to practice the music they were supposed to 
sight-sing. Although I considered this assessment to be an inaccurate measure of student 
sight-singing ability due to accountability, I recognized the potential benefits of the time 
spent by students in developing their sight-singing skills outside of the classroom. 
Piano. During the observations, I witnessed students playing the keyboard. I 
wanted to know if any of her students who studied piano shared the same relationship 
with learning music she had had. When I asked Sue if she noticed that her students taking 
piano had an easier time with music theory or sight-reading, she responded: “Probably, I 
would say they probably have an easier time with the music theory. I don’t know that it’s 
necessarily that they’re stronger in sight-reading, but they are usually [stronger] in music 
theory.” Sue contended that the piano provided visual references that aided in the 
understanding of musical concepts, and recognized that the piano also affected her 
teaching. She shared an example of how the piano influenced her instruction when 
reviewing the concept of scales: 
I try to explain it in various ways. I have the keyboard up on the wall because I’m 
a pianist, and visually I see the reason. If I can show them the reason like for C 
scale if you move it to E, it has to change. So therefore I’ve got to have that key 
signature. The tricks to knowing what key signature you’re in. It’s a visual type 
thing. It’s kind of those things that I’ve built upon, trying to show them visually. 
During all of my observations I noted that Sue was most often seated at the 
keyboard. Although she did not stay there all the time—she moved about for different 
activities and tasks—I could tell that being at the piano was where she felt most 
comfortable, affirming an anecdote Sue had shared previously in the interviews. 
Specifically, Sue had shared her heavy reliance on the piano during rehearsal and her 
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dependence on relating music learning in terms of the piano keyboard. 
Identifying student leaders through musicianship. Sue enlisted the help of 
students to decipher her instruction and to make it understandable for peers in the choir. 
Choosing students to act as interpreters demonstrated her respect for student 
musicianship and value of their abilities. In a limited capacity, Sue solicited some 
musical knowledge from her students when they rehearsed. The predominately teacher-
centered structure of her rehearsals offered little autonomy or means for her students to 
demonstrate independence. Sue controlled most of the process to solve musical problems. 
Almost exclusively, Sue decided interpretive decisions and aesthetic elements in the 
repertoire the choir rehearsed. The approach that Sue used in the design of her rehearsals 
was not conducive to self-discovery. 
I asked Sue if she ever observed her students serving as peer teachers and peer 
interpreters in an effort to help each other with their musicianship. She described an 
example involving music theory: 
I do encourage that and I do see it somewhat. When we’re doing theory 
worksheets in class, the ones that we do once a week or like once a week, they are 
allowed to confer with one another. I try to get them not just to copy with one 
another, but my whole purpose is, if you can help them to understand it because 
I’ve got so many different levels in there. I allow them to confer. I allow them to 
try to get each other on track, and you can see the stronger ones trying to help 
someone figure out what they’re doing wrong on that particular sheet if they 
haven’t, you know, gathered from what I’ve said what’s supposed to happen. 
Then they’re definitely conferring and going back and forth with each other 
during that time frame. 
Sue’s choral students effectively assisted her with differentiating instruction due 
to what she characterized as “many different levels in there.” Although Sue says that she 
encouraged peers helping peers, it was not an intentional activity. When Sue asked 
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students to offer suggestion and input into the learning process, it was in the context of 
rehearsing a particular song. 
By selecting students who demonstrate a desired level of musicianship, teachers 
recognize and place value on a particular student’s skill set. I asked Sue if she utilized 
any type of student leadership in her choral program.  She responded, 
Not as much as I would like to. I would really like to — I do have section leaders, 
but the only thing they really do is keep track of attendance for me. Because to 
me, if they’re going to lead, they’re going to have to have some piano skills. It has 
been in the back of my mind—how can I use them more? I can’t send them out 
anywhere. 
Sue’s section leaders were limited to an administrative task. In order to take on a 
more substantial leadership role, a student would need to be able to play the piano. She 
also asserted that, even if she had student leaders who were capable of doing more than 
taking attendance, there was a lack of available space for leading sectional rehearsals. I 
had observed some of her students playing her keyboard and demonstrating quite 
proficient ability. Knowing that she had students who, in my opinion, were proficient 
enough at the piano to lead a sectional rehearsal, I probed the issue by suggesting that her 
choir room is sufficiently large enough to accommodate a student-led sectional or some 
other opportunity. Sue shared with me that her chorus room was once two classrooms. To 
me it seemed there must be some underlying reason why Sue did not want to create peer-
teaching opportunities for her students. I was convinced that there were students in Sue’s 
program who would excel in musical leadership roles if they had with the opportunity.   
During the preparation for a chorus concert, Sue planned a combined selection for 
both the middle and high school choirs to sing. The schedule allowed for some combined 
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rehearsal time for both choirs. I asked Sue if she focused her attention primarily on 
assisting the middle school students during the combined rehearsals. She explained, 
Yes and no. Usually at that particular time we were working on a song that they 
both sang together. And it was a song that probably the middle school would not 
have been able to accomplish quite as well if they had not had that advanced 
group singing it with them. 
This combined rehearsal provided an opportunity for Sue’s high school singers to 
mentor the middle school chorus students. Although she did not intentionally plan any 
peer learning or mentoring activities during the rehearsal time, the high school students 
influenced the musicianship of the younger middle school singers, perhaps 
unintentionally. Sue asserted that her younger singers most likely would not have been as 
successful without the addition of the high school singers. 
Challenge of time. Sue acknowledged that rehearsal time was an issue, especially 
when considering time spent on musicianship instruction instead of focusing solely on 
learning repertoire for performance. Often nonmusical tasks that needed to be completed 
caused her to give time and priority to repertoire in rehearsal instead of instruction in 
musicianship. During one of the interviews, Sue described some of the activities that took 
up rehearsal time: 
Yeah. It depends on the time of the year. We don’t—we cannot do a whole lot of 
fundraising because of the independent school entity, because the school itself has 
to raise funds for it to function. So they limit us on how much fundraising we can 
actually do. So I do some, and yeah, probably the non-rehearsal type stuff that 
you are talking about that takes the most time is going to be the trip stuff. When I 
need to get forms back or when I need to get money back, or something of that 
nature. When they have to get forms back to me, or money back to me, or 
information back to me, that’s the time consumer right there. 
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I probed to see if the possibility existed to spend anytime outside of the regular 
school day rehearsing with the choirs. I told Sue that in my program I scheduled after-
school sectionals and I usually spent time after school helping and instructing students 
both in groups and individually. She responded, “We can’t do anything after school 
because of sports.” Sue shared what she wished she could do in rehearsal with her choirs 
if time were not an issue:  
Probably, I probably would do more sight-singing. Yeah, I think I would like to 
expound more on that and on theory. I just always feel like I gotta get this done in 
five minutes, because if I don’t I’m not gonna get my songs rehearsed, yeah, so 
those two things. I probably wouldn’t add to their repertoire as much as I would 
add to the time I could spend really explaining the theory, make probably more 
music history, the background of a piece, the background of the composers. I get 
very little time with that, so I would probably add that too. I’ve got plans to add 
that this year, and I’ve got a—online I got this very, like five page music 
history/theory thing that is very concise and I’ll probably have them put that in 
their folders and try to cover that as well, just so I can get some of that music 
history in there. 
Sue revealed concern over losing time dedicated to the rehearsal of repertoire 
when considering an increase in sight-singing and music theory instruction. If Sue could 
expand her rehearsal time, she would also dedicate it to the study of music theory and 
music history. She did not describe any additional time to devote to the rehearsal of 
repertoire. 
Several noninstructional activities consumed rehearsal time. Sue did not have 
many options in planning for rehearsal apart from the regular scheduled class times 
during the school day. She expressed a desire to devote more time to music theory and 
music history. 
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Documents 
Chorus handbook. I created a bulleted list of the goals Sue created for her 
students that were included in her chorus handbook: 
• To develop correct vocal technique.   
• To develop fundamental music notation reading and sight-singing skills.   
• To recognize musical elements and demonstrate expressive qualities in varying 
styles of choral music.   
• To contribute to the blend, balance and quality of the ensemble by developing the 
ability to sing a part securely.   
• To develop confidence in performing and practicing performance etiquette and 
decorum.   
• To experience the enjoyment of music through active participation.   
• To develop self-discipline by functioning as a responsible member of the 
organization.   
• To experience achievement and gratification through a cooperative learning 
environment and shared musical experiences.   
• To develop personal character traits of leadership, poise and dependability as well 
as provide an avenue for self-expression.   
• To develop a desire to continue musical experiences throughout life.   
Sue clearly established the inclusion of musicianship development for her students in 
these objective goals. In the chorus handbook, she also detailed the weighting of grading 
categories for students in chorus. Students received 50% of their grade through concert 
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performances, 30% of their grade by demonstrating music knowledge (through 
worksheets, quizzes, and tests), 15% from sight-singing evaluations, and 5% by 
maintaining class materials. 
Repertoire. I made note of the pieces Sue’s choir rehearsed when I visited. The 
repertoire included “Je le vous dirai!,” by Pierre Certon; “Neighbors Chorus,” by Jacques 
Offenbach; “Three Madrigals,” by Emma Lou Diemer; “The Road Not Taken,” by Tom 
Fettke; and “In My Life,” by John Lennon and Paul McCartney and arranged by Steve 
Zegree. Two of the selections were a cappella, and the rest had piano accompaniment. 
Despite the variety of literature, there were genres not represented, including African-
American spirituals, world music, and major works. Like Steve, Sue did not include any 
folk songs, and similar to Steve and Phillip, Sue did not include any larger, 
multimovement works. Sue shared that the advanced vocal ensemble performed grade V 
music from the state graded choral literature manual at the district choral performance 
assessment. The graded levels in the manual included levels I (easy) through VI (difficult; 
see Appendix D). She consulted the state literature manual only to choose repertoire for 
performance assessments. During our discussions about choosing repertoire, she 
explained that it was important to choose a variety of different style periods and texts that 
allowed the students to learn musical concepts. Sue told me that it was important for the 
students to be challenged by the music they learned, and that she also took into 
consideration the nature of the performance setting and season when selecting music for 
her choirs. I only saw the repertoire she had selected for the spring term when I visited 
Sue’s school. 
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Assessments. Sue shared three different assessments that she used with her 
students: a sight-singing quiz rubric and two music vocabulary quizzes. The sight-singing 
quiz rubric listed five grading categories, which I copied into a simplified table to 
preserve Sue’s anonymity (See Table 2). The first music vocabulary quiz assessed five 
terms: (a) polyphonic, (b) tenuto, (c) monophonic, (d) ostinato, and (e) homophonic. For 
each term, the students had to cite examples of implementation in the repertoire they 
were currently rehearsing. The second vocabulary quiz also assessed five terms: (a) 
appoggiatura, (b) articulation, (c) Picardy third, (d) ostinato, and (e) rallentando. I had not 
observed most of the vocabulary terms from both quizzes being discussed in rehearsal. A 
few of the terms were applicable concepts in the choir’s repertoire. In addition to 
identifying examples of implementation in their repertoire, students were also required to 
match the terms to the following statements: (a) when a piece in a minor key ends with a 
major chord; (b) when a consonant note is held over while the harmony changes, thus 
becoming a dissonant note that is then resolved; (c) the manner in which notes are 
performed; (d) a nonharmonic note that resolves stepwise to a harmonic note; (e) a 
repeating rhythmic/melodic pattern; and, (f) becoming gradually slower. 
Table 2 
Sue’s Sight-Singing Quiz Rubric 
Score Description 
5 Correct rhythms and pitches; maintained tonal center 
4 Mostly correct rhythms, pitches; maintained tonal center 
3 Some incorrect rhythms, pitches; lost tonal center 
2 Many incorrect rhythms, pitches; lost tonal center 
1 Student attempted unsuccessfully 
0 Student did not attempt 
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Instructional materials. Sue allowed me to examine some of the instructional 
materials she used for musicianship training. For her high school students, Sue used both 
sight-singing and music theory materials from Masterworks Press. She particularly liked 
these materials because they were reproducible and, as such, allowed her more flexibility 
in terms of choosing the particular concepts she wanted to use with her students in terms 
of sequencing. The materials included sight-singing exercises for SATB chorus, 
reinforcing part-singing rather than unison melodies, and increased in difficulty as the 
lessons progressed. There were no rhythm exercises. Sue also shared that she was using 
Sight Reading Factory, an online subscription service. Sue liked using this service 
because she was able to enter specific parameters (key, time signature, leaps, range, 
accidentals, dynamics, articulations, etc.) that the online program would use to generate 
sight-singing exercises for her students. Sue used her multimedia projector to display the 
exercises from Sight Reading Factory on the board for her choirs. 
Observations 
I observed Sue rehearse her advanced vocal ensemble on three separate days. The 
following narratives come from my observation notes as I watched Sue work. 
Day one. The advanced vocal ensemble consisted of 14 students in the junior and 
senior classes, whom Sue selected following an audition. As the students entered the 
room, Sue greeted them and had them begin stretching. She stood in front of them and 
modeled everything she wanted them to do. All of their stretching was done standing 
beginning with arms pointed upward lifting the rib cage. She had them run quickly in 
place for a few seconds, and then had them stretch their arms back toward the wall 
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behind them. They also placed their hands on their waists and turned from side to side. 
Once finished, Sue had them march in place.  
Sue sat behind the keyboard while the students remained standing. She had them 
sing several five-note ascending and descending scales on the syllable ooh (spelled [u] 
using IPA). Each scale pattern started a half step higher than the previous one. While they 
sang, she told them to keep an open space. Sue took her hands and held them near her 
mouth and gestured an increase in space. She also exaggerated her mouth shape with 
rounded lips; modeling the shape she wanted her students to have. Next, she instructed 
them to use their chest voices as they sang the syllable ah (spelled [a] using IPA) 
descending by half steps. The sopranos and altos were pitched a perfect fifth above the 
tenors and basses. As I watched and listened, it was apparent that the students were 
familiar with the routine of warm-up exercises. The next exercise was five-note 
ascending and descending scale pattern pitched fairly high. Sue instructed them to sing 
with lip bubbles. I refer to this exercise as lip trills (spelled [ʙ] using IPA). Throughout 
all of the warm-up exercises, Sue made eye contact frequently with her students, and the 
students made eye contact with each other. As the warm-ups concluded, the students sat 
down and took out their choral folders.  
She asked the students to take out “Three Madrigals,” by Emma Lou Diemer. 
Before they started singing, Sue reminded them about their sitting posture. She pushed 
some buttons on the keyboard and the accompaniment started playing. It had been 
previously recorded into the keyboard. The choir made a complete pass through all three 
of the short selections in this work by Diemer. I realized that they had already spent a 
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significant amount of rehearsal time learning the foundation of the music, specifically 
pitches and rhythms. During the first read-through of a section they had not yet rehearsed, 
Sue stood from behind the keyboard and conducted. Her eyes were very focused on the 
score, and she only looked up at her students a few times. After Sue played the starting 
pitches on the keyboard, the students negotiated their parts using solfège, actively 
engaging in performing-and-listening (Elliott, 1996–1997) as an action of their 
musicianship. The students were accurate with the pitches, but had difficulty with some 
rhythms. The tenors had trouble with an ascending perfect fourth. Sue had the students go 
back to the start of the new section and make a second pass. Again, the students sang 
with solfège syllables and were much more successful the second time in performing the 
rhythms. The tenors continued to have difficulty with the ascending perfect fourth. Sue 
had the tenors sing the perfect fourth out of context a few times before having them sing 
the passage and add the interval. Once the tenors demonstrated some confidence in 
navigating the ascending leap, she had the choir sing through the passage again. This 
time, the tenors were successful in singing the interval. 
Sue then had the students go to the beginning of the piece and do a read-through 
of the entire work. When they finished, Sue asked them to tell her if they knew what she 
would have liked to hear more of in their performance. One student responded that the 
choir needed more attention to diction and action. Another student responded that the 
choir was not doing the dynamic contrasts written in the score. Sue told them that she 
wanted to hear more crescendo, especially in “Take, O Take.” She gave them their 
pitches for a starting spot and used both hands to visually represent a crescendo-
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descrescendo with her fingers. She had them begin singing a phrase and held her hands in 
that same position as they passed through the place that needed the dynamic change. The 
students continued to engage in performing-and-listening (Elliott, 1996–1997) during the 
rehearsal. 
Based on her facial expressions, I determined that Sue was not happy with their 
attempt at a crescendo followed by a decrescendo. She had them review the phrase a few 
more times, and they improved somewhat. She asked them to make the same visual aid 
with their hands and fingers when they sang the phrase again. There was a definite 
improvement in hearing the dynamic rise and fall in this phrase. Sue stepped in front of 
the keyboard so that nothing was between her and the students. They sang a cappella and 
put their hands up each time Sue did.  
Sue asked them how many times they thought this dynamic marking occurred in 
this song. No one responded. She told them that she wanted to see them put their hands 
up and demonstrate a visual crescendo-descrescendo each time it needed to happen in the 
song. Sue gave them a starting pitch and moved to stand nearer to them. She counted 
them off and started conducting as they sang a cappella. Sue’s eyes never looked away 
from her students. There was a definite increase in intensity, in both the singing I heard 
and the visual exchange I saw on the faces of the director and her students. As the 
students approached the sections that called for the dynamic change, Sue pulled her hands 
up. Her students did the same. The improvement was quite noticeable. The students knew 
it was better. I could tell as they made eye contact with each other. They also saw the 
smile on Sue’s face. They knew she was pleased. Not only was there an improvement in 
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the dynamics, several other aspects had improved as well. I heard an improvement in 
intonation and tone, and there was a defined shape to the phrases. The improvements 
were happening in other places in the score in addition to the sections where the students 
were employing the kinesthetic aid. Sue asked them to remember how it felt to sing that 
way. She told them to think about that hand and finger shape when they sang that song.  
Sue asked them to sit and look at “Sigh No More.” Sue sat at the keyboard and 
asked them to sit tall. She started playing the piano accompaniment and the students 
began singing. When they finished, Sue asked them if the score had accent marks. One 
student quickly responded that there were many accents in the score. Sue said she really 
wanted to hear the accents.  
She asked them to read the text in rhythm and counted them off. Sue told them to 
do it again, but to only speak the words or syllables that had accents over them. It took a 
few attempts for this rhythmic read-through to work, but eventually the students were 
able to omit all of the words that did not have accent marks. Sue asked them to read every 
word this time, but to accent the indicated words or syllables. Just as her process with the 
dynamic change worked slowly over time, the same progress happened with the accents. 
As the students became more successful, their participation and focus grew in intensity.  
Sue asked them to transfer the accents they were using when they spoke the text 
in rhythm to their singing voices. She started playing the accompaniment again and the 
students started singing. The accents were much more noticeable than they had been in 
their first attempt at singing this piece, but some of the intensity was lost from their 
spoken versions. Sue told them it was getting better, but that they needed to move on to  
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“O Mistress Mine.”  
Sue asked if any of the students could describe what was happening in the story of 
this song. The students looked at each other, but no one responded. She asked them if 
they had forgotten what they had talked about at their last rehearsal. One of the students 
asked if it was carpe diem. If the performance was going to be effective, Sue told the 
class that all of them needed to know what they were singing about. She acknowledged 
that the theme of the song was carpe diem, and that Shakespeare’s text emphasized the 
need to do something now before it was too late. Another student spoke up and offered 
that he had studied the idea of poet’s using carpe diem, or “seize the day,” in conjunction 
with romantic overtones in English class. Sue smiled, and so did several other students. I 
witnessed some light bulbs turn on in several of the students’ faces. More students 
chimed in that they, too, remembered the English class lesson. In this part of the 
rehearsal, Sue provided an opportunity for the students to respond to meaning embedded 
in the text. 
As Sue steered the short discussion back to the text of the song, she informed her 
singers that the ideas of the text needed to be seen on their faces and that attention to the 
accents in the score would help. One student raised their hand and asked if they needed to 
sing in the same way they had done for “Sigh No More.” Sue nodded and reminded the 
students of their posture as she started playing the introduction. As I listened to the 
students sing, it was obvious to me that the short exchange that occurred between director 
and singers had been beneficial. There was a noticeable change in their performance. 
There was more rhythmic vitality and energy, and intonation and tone improved. The 
  279 
students also created a great sense of dynamic rise and fall to the lines, emphasizing both 
text and musical phrase. It was also more visually interesting when I watched them sing. 
Their facial expressions, especially the intensity in most of their eyes, demonstrated to 
me that they were more sensitive to expressing the emotional content of the song. The 
choir responded to some of the aesthetic elements of the song, indicating their 
musicianship as part of performing-and-listening (Elliott, 1996–1997). The students were 
performing more than just the information indicated by the score through the pitch, 
rhythm, and dynamics. I not only heard but also watched the students communicate with 
artistry. 
Day two. The second day of observing, I again watched Sue rehearse with her 
advanced vocal ensemble. The students arrived, got their music folders, and took their 
seats. Sue greeted them, gave a few quick announcements, and immediately had them up 
on their feet stretching and moving. She modeled all of the movements as she had during 
the first observation. The students followed along in a very similar routine to the one I 
had witnessed on my last observation. Sue also had the students vocalize in a similar 
manner to what I had observed previously with a few exceptions.  
The students sang a unison ascending and descending major scale pattern in 
solfège that repeated several times a half step higher. While the students sang, Sue 
conducted, altering both the tempo and the dynamic. She appeared to purposely avoid 
any sense of predictable pattern to her tempo and dynamic choices. As the students 
continued with the exercise, their focus on her gesture increased and the group tracked 
Sue’s changes more accurately. Sue asked for volunteers, and as the students collectively 
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raised their hands quickly, she selected two students to each take a turn in front of the 
group leading the same exercise using a conducting gesture. The first student giggled a 
bit initially and quickly put her arm down after attempting the first ascending/descending 
pattern. Sue gestured for the choir to sit as she helped the student by modeling a four-beat 
conducting gesture while standing alongside. When the student was a bit more confident 
with her conducting pattern, Sue instructed the group to stand and join in. After a few 
repetitions, the second student came to the front to take a turn, but Sue interjected. She 
revealed a four-part harmonic progression in half notes that she had notated on the white 
board. Sue gave the students their starting pitches and instructed the student conductor to 
keep a moderately slow tempo without dynamic changes for the first couple of passes the 
choir took through the four measures on the board. The students sang the progression 
using solfège and gained more confidence with their intonation on the second pass. Sue 
then invited the student conductor to alter the tempo and the dynamics. The conductor 
followed Sue’s instructions, but the student only made changes to the tempo and 
dynamics at the beginning of each subsequent reading of the four-measure progression. 
In this exercise, the students manifested their musicianship through both performing-and-
listening and conducting-and-listening (Elliott, 1996–1997). Sue ended this exercise after 
the choir made five passes through the progression. It appeared to me that the students 
had become complacent as the progression had become less challenging with consecutive 
passes, and the excitement the students had had waned. 
Sue turned on the multimedia projector and revealed an eight-measure unison 
melody set in octaves on a grand staff. She asked the students to scan the melodic line 
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and look for “trouble spots.” Some students quickly raised their hands, and when Sue 
called on them, they shared several places where melodic skips occurred. One student 
shared that some of the skips were fourths and some were fifths. Sue told the students 
that they needed to check and make sure which intervals were fourths and which were 
fifths. After a short time, Sue played a major scale in the key of the melody to establish 
tonality. She had the students sing the scale a cappella using solfège, just as the choir had 
done near the start of the rehearsal. Sue reminded the students to “sit tall” before counting 
four beats prep with a conducting gesture. Sue continued to count and conduct as the 
students attempted the melody with solfège the first time. The students singing soprano 
and alto were more accurate in distinguishing between the fourths and fifths. The tenors 
and basses quickly altered their pitches by matching the upper voices during the first read 
through. It appeared to me that the tenors and basses were singing fifths for the melodic 
skips. Sue asked the tenors and basses to look at the melody again before having them 
sing through a second pass. She asked the sopranos and altos to keep a steady beat by 
patting their legs while the tenors and basses sang. This time the inaccuracy in their 
singing was much more noticeable. Sue had the tenors and basses sing up the scale and 
stop on fa. Then she instructed them to alternate singing do to fa and back to do several 
times. She had them sing between do and sol in the same way. The tenors and basses 
were able to distinguish in the written melodic line which intervals were fourths and 
fifths as Sue questioned them. She wrapped up this activity by having everyone sing 
through the melody one last time. Although the last read through was very accurate, I felt 
that the students had already memorized the melodic contour. As part of the rehearsal, 
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Sue created opportunities for her students to develop their sight-singing skills and 
demonstrate their ability to audiate as part of performing-and-listening (Elliott, 1996–
1997). 
Sue asked the singers to take out “Je le vous dirai!,” by Pierre Certon, and 
reminded them again about their posture. She told them they had practiced the French 
diction a lot already and wanted them to sing the English translation instead. Sue 
motioned for the group to circle around her, and the students got up from their seats and 
formed a circle. Sue left the circle and played their starting pitches before returning to the 
circle and counting them off. She conducted from the middle of the circle while the 
students sang the English text. After the students finished, Sue told them that they needed 
more “bounce” in the rhythm. She told the students that they were singing too heavily 
and needed to lighten up. I could tell immediately that they had already spent a 
significant amount of time rehearsing this selection previously. The students 
demonstrated a clear understanding of the pitches and rhythms. She asked them to remain 
in a circle, but to mix up the voice parts by standing next to students who did not sing the 
same part as them. Sue once again returned to the keyboard to provide starting pitches. 
She asked the students to clap their hands lightly to the beat as they sang through the 
selection a second time. The students put the music back on their chairs and returned to 
the circle before starting. When the students finished, Sue started clapping her hands to 
the steady beat and had the students join her.  
“Let’s hear it in French please,” she said, and counted them off again. When the 
students finished, Sue asked if anyone could tell her about the phrasing. One student 
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spoke up right away and said, “We aren’t all doing it the same.” Sue commented that she 
agreed and thought that breaths were not all occurring in the same spots. She asked her 
students if they had suggestions as to where the rise and fall of the first phrase occurred 
and if they could all agree on a common spot to breathe before the next phrase. Two 
students offered different options on how to shape the phrase and place a breath. Sue 
asked the choir to try the first student’s suggestion. As the students’ sang, Sue made an 
arm movement in a large arch to physically represent the rise and fall of the phrase. She 
asked the students to mirror her motion as they sang the phrase again. She then called on 
the second student to explain to the group the other option for the rise and fall of the 
phrase. The choir sang the phrase twice with the second student’s suggestion and did the 
arm motion both times. When they were finished, Sue asked the group which way they 
preferred to sing the phrase. Everyone preferred the first student’s suggestion, including 
the second student. 
Sue had the singers sing through the madrigal a few more times. One student 
raised their hand and asked, “What about the rest of the phrases?” Sue said that they 
needed to move on and get to the last selection for the rehearsal. The students were 
engaged not only in performing but also critically reflective listening (Elliott, n.d.), a 
interdependent action of their musicianship. She asked the class to take the piece home 
and for everyone to come up with a phrasing plan and breath marks for homework. “Due 
tomorrow!” she said. 
She asked them to take out “Neighbor’s Chorus,” by Jacques Offenbach out of 
their folders, and told the students they were going to spend time on rhythms and text. 
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Sue clapped her hands with a steady pulse at a moderately slow tempo while the students 
spoke the text in rhythm for the first 20 measures. The students repeated this process 
several times while Sue increased the tempo with each subsequent pass. She reminded 
them that the consonant sounds needed to be crisp and together. Once the students were 
fairly accurate with the rhythms at the performance tempo Sue wanted, she asked if they 
would speak the text using the dynamic markings that were in the score. The dynamics in 
the score up until measure 20 were marked piano with several crescendos. The pace 
during this part of the rehearsal was fast and all of the students were actively 
participating. Sue continued to drill this opening section of the song with continued 
passes. With each pass, I heard improvement in the rhythms and text across all voice 
parts. I also noticed that the students were beginning to memorize the text. With the 
addition of the dynamics, especially the crescendos, the students started to shape phrases. 
Up until this point, the students had not sung any pitches. As the students continued to 
layer elements that would enable their performance to be musical, they demonstrated 
what Elliott (1993) referred to as a rich form of procedural knowledge, or musicianship. 
Sue played an F major scale on the keyboard and then had the sopranos and altos 
sing the scale a cappella using solfège. Sue asked the tenors and basses to pat a steady 
beat on their thighs while she had the sopranos and altos read their pitches. She had to 
slow the tempo back down because the tenors and basses started clapping at the 
performance tempo they had used earlier. The sopranos and altos were reasonably 
successful with their first pass through the pitches using solfège. They had trouble with a 
few accidentals. Sue reminded them of the measures that included the altered pitches and 
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made sure that the students knew the chromatic alterations of the syllables. She had the 
sopranos and altos make two more passes while the tenors and basses continued to pat the 
steady beat. The singers then swapped roles in the learning process, with the tenors and 
basses singing their parts with solfège. The tenors and basses were not as successful as 
the sopranos and altos. Because of a divisi, the tenors had difficulty with this section. The 
sopranos and altos kept the steady beat while the tenors and basses made several passes. 
Sue decided to assist the tenors and basses by playing their voice parts on the keyboard in 
the spots where they struggled. 
Sue had the singers all make a few passes singing first with solfège syllables and 
then later with text. As the students made subsequent passes, Sue called out concepts for 
the students to think about, such as consonants, dynamics, or crescendos. Eventually, Sue 
played the piano accompaniment with the students, providing harmonic support. The 
students were very successful in learning the opening section of “Neighbors Chorus” with 
Sue providing minimal scaffolding. Sue walked them through a layered process of 
repeated passes and the students demonstrated their reading skills to learn rhythm, pitch, 
and dynamics. Before Sue had a chance to end the rehearsal, the bell rang and ended the 
class. Sue quickly asked the students to remember their homework assignment and 
dismissed them. 
Day three. On my last day observing Sue rehearse with her advanced vocal 
ensemble, I watched what I perceived to be an established routine. The students came in 
and set their belongings down, retrieved their music folders from the cabinet, and took 
their seats. Sue greeted them, speaking to a few of them individually about a sporting 
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event and about a project in another class. Sue got the students up on their feet and 
engaged in some stretching and breath exercises. She modeled everything she wanted the 
students to do. I realized that I had never observed students who were not participating in 
rehearsal activities. This ensemble was small and socially very familiar with each other. 
Following the stretching, Sue had them begin vocal warm-ups in a similar fashion to my 
previous observations. 
After the warm-ups, Sue showed the students a simple eight-measure rhythm in 
common time and asked the students to clap the rhythm. She counted off four beats and 
clapped a steady beat while the students clapped the rhythm together as a group. The 
rhythm did not appear to offer a challenge for the students, as they were very successful 
in reading the line. Next, Sue showed them an eight-measure rhythm in two-parts. She 
instructed the sopranos and altos to clap the top line and the tenors and basses to clap the 
bottom line. The rhythm in both lines included a lot more rests and some syncopation. 
Sue counted the students off and again clapped a steady beat. The sopranos and altos 
were very accurate in clapping their rhythm. The tenors and basses struggled a bit with 
the syncopation in their line, but Sue did not comment. I could tell from their reactions 
that the tenors and basses knew that they had clapped part of the rhythm inaccurately. Sue 
had the voice parts swap lines and had the students clap the rhythm again. All of the 
students were mostly accurate in clapping their rhythmic line. The tenors and basses were 
noticeably more successful with the syncopation this time. The students engaged in 
performing-and-listening (Elliott, 1996–1997) as they read the rhythms and worked to 
improve. 
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Sue then turned on the multimedia projector and showed the students several 
different melodic intervals (unisons through fifths) that were either major or perfect and 
started on a variety of pitches. At first, Sue had the students attempt the intervals as a 
group in octaves using solfège. After attempting several of the intervals together, Sue 
started calling on individual students to sing an interval by themselves using solfège. 
Individual students were given the opportunity to demonstrate their ability to both sight-
sing and audiate as part of performing-and-listening (Elliott, 1996–1997). Sue praised 
those students who were accurate in singing their intervals. For the students who were not 
successful, Sue pointed out their errors and sang the interval together with the student. 
All of the students sang at least twice, and I noticed that Sue had purposely selected more 
fourths and fifths. As this activity wrapped up, Sue asked the students to get “The Road 
Not Taken,” by Tom Fettke, out of their music folders. 
Sue asked the students to stand, and she pushed a button on her keyboard that 
started the accompaniment she had prerecorded. Sue conducted, and the choir sang 
through the selection all the way to the end. The group had obviously rehearsed this 
selection before my observation. Although I knew the text by Robert Frost, I was not 
familiar with this particular setting by Fettke. When the choir finished, Sue asked them if 
they could hum the tonal center. The majority of the students found the correct pitch 
immediately, but I heard a few voices sing the wrong pitch at first and then move to the 
correct one. The piece is homophonic throughout and set in a minor key without any 
modulation. I noticed that the alto and tenor parts had some difficult intervallic skips in a 
few spots. The tuning in these passages suffered because of the difficulties experienced 
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by the inner voices. In one of these passages, Sue had the students sing their pitches a 
cappella on a neutral syllable while she conducted the movement of each successive 
change in pitch without regard to rhythm. Sue was able to slowly guide the students 
through the harmonic progression so the students could check their voice leading through 
the chords. Several times during this activity, Sue said “listen” and “tune it” to her 
students. She used the keyboard during this activity to assist the altos and tenors with the 
difficult intervals. 
Once the students made several passes through the passage, Sue asked them if 
they thought it was improving. One of the students offered that they could also address 
matching vowels when they returned to the text to help with the intonation. Sue agreed. I 
heard the students improve as they drilled this particular passage. I also noticed slight 
improvements each time Sue reminded her students to listen and tune. After repeating 
this same activity with another problematic passage in the music, Sue took the students 
back to the beginning and played the prerecorded accompaniment from the keyboard for 
them while they sang. The students, especially the inner voices, demonstrated 
improvement in tuning the vertical chords. The students displayed their ability to 
listening and adjust to improve their intonation while performing-and-listening (Elliott, 
1996–1997). Sue praised their effort and told them that they would address vowel 
matching at their next rehearsal. 
For the last part of the rehearsal, Sue asked the students to take out the 
arrangement of “In My Life.” She played the opening solo and first few phrases of the 
arrangement on the keyboard for the students. The harmonies were distinctly jazz and 
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voiced in closed position. I also noticed the syncopated rhythms. Sue asked all the 
sopranos and altos to sing the solo at the beginning while she doubled the melody on the 
keyboard. She then asked the sopranos and altos to sing the solo a cappella while she 
conducted. Some of the singers responded to the phrase shaping that was inherent in 
Sue’s gesture. After the students had sung the solo line several times, most of the singers 
were shaping the phrase just as Sue wanted. She then had the tenors and basses stand 
around the keyboard and sing the first two phrases while she doubled their parts on the 
keyboard.  
Sue took time to review the many instances of harmonic major second intervals 
between the tenor and bass voice parts. She asked the tenors and basses to sing with a 
lighter tone and a softer dynamic. The tenors and basses made several passes through the 
opening section with Sue doubling their parts. Sue reminded them to keep the ah vowel 
tall. The tenors and basses sang the parts Sue reviewed two more times a cappella, while 
Sue conducted and shaped the two phrases and indicated where to place the breath in 
between the two phrases, continuing to immerse her students in performing-and-listening 
(Elliott, 1996–1997). After the second time through, one student raised his hand and said 
that he had had trouble on the first major second, but had sung the other two instances 
correctly. Sue nodded and asked if the rest of the students agreed. All of the students 
appeared to affirm the problem with that spot in the music. She asked them to sit and 
called for the sopranos and altos to come to the keyboard. 
Sue proceeded to guide the sopranos and altos through the same section, doubling 
their voices with the keyboard. The soprano and alto parts also included major second 
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harmonic intervals, but the singers did not appear to have trouble performing those 
intervals accurately. Sue had the singers make fewer passes on their parts compared to 
the tenors and basses, and she conducted when they sang a cappella. As before, the 
singers responded to both Sue’s shaping of the phrase through her gesture and the 
placement of the breath before the second phrase. Sue asked the students for a little more 
breath in the tone, and to match their vowels on the word gone. She motioned for the 
tenors and basses to join the rest of the group around the keyboard. 
Sue asked if the sopranos and altos could hum the starting pitch. I thought they 
were successful. She played the pitch on the keyboard and verified that the singers were 
correct. Standing in voice parts, the students sang through the opening page of the 
arrangement with Sue conducting. With her gesture, Sue altered the tempo a bit in the 
second phrasing, speeding up the arrival to the cadence. I observed that not everyone saw 
her make the tempo adjustment. When the students finished, she reminded them to watch 
her. Sue asked the students to substitute the syllable doo (spelled [du] using IPA) for the 
text, and that she wanted to hear a new syllable for each pitch change. She continued to 
conduct and the students sang a cappella. Using the doo syllable, I heard two 
improvements with the students’ singing: the harmonic tuning and the homophonic 
rhythms. Sue had the students make a few more passes through this section before having 
them go back to using the text. 
Before the class time ended, Sue asked them to return to their seats and made a 
few announcements. The students returned their music folders to the cabinet and gathered 
their belongings. Sue asked them to stand and sing the madrigal from memory, giving 
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them their starting pitches. The students sang “Je le vous dirai!” as Sue counted it off. 
She did not conduct. I immediately noticed a more light and rhythmic lilt to their 
performance compared to what I had heard a few days prior. The students appeared to 
interact with each other as they sang with some increased body movement. The bell rang 
before the students were finished, but they completed the song, disregarding the dismissal 
bell. Sue praised them and told them to have a great day as they began to depart. 
Summary 
After a long career in both church music and Christian school elementary music, 
Sue had returned to graduate school and completed a music education degree. She had 
served as a choral director for 10 years at a private school, and had built the choral 
program from the ground up. In the program, 77 students participated in three ensembles: 
middle school chorus, high school chorus, and an advanced high school choir. Students 
from Sue’s program consistently participated in the auditioned all-state chorus. At the 
annual performance assessment event, her choirs routinely received high ratings from 
adjudicators.  
Sue defined total musicianship, a combination of technical accuracy and 
expression, as the requirement in order to experience music for both performers and 
audiences. She specifically listed musicianship skills as a goal for her students in the 
chorus handbook, and she utilized various published materials, technology, and online 
resources to implement training in musicianship skills with her students. Her choral 
rehearsals included warm-up exercises, vocal development, music theory, sight-singing, 
and learning repertoire for performance. In terms of sight-singing, Sue taught her students 
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the use of solfège for pitch, but did not use a particular method for teaching rhythm. 
Instead, Sue had her students clap rhythms. She taught her students a relative solmization 
approach using movable do, but did not teach her students the use of Curwen hand signs. 
Sue spent the majority of sight-singing instruction using exercises and materials outside 
of the context of repertoire. Much of the repertoire Sue chose for her students was beyond 
their sight-singing ability, a characteristic identified by Demorest (2001). Sue taught 
sight-singing as a group activity, but formative assessment focused on the individual 
student. 
Sue taught repertoire using a combination of rote learning activities and relying 
on student musicianship skills. She offered instructional scaffolding (Wiggins, 2001, 
2015) to her students, but the teacher-centeredness of her rehearsals revealed that Sue 
often supported her students, not allowing them opportunities to figure musical issues out 
for themselves. She needed to teach a lot of repertoire to the advanced vocal ensemble 
because of their concert schedule. Sue was concerned about balancing performance 
demands with musicianship pedagogy (Freer, 2011), but ultimately designated more 
rehearsal time to the preparation of concert music. 
Sue used assessment to monitor student progress in music theory and sight-
singing and to check on the status of part learning through quartet singing checks. She 
created her own rubrics for scoring and used technology (specifically, Google Voice) for 
assessment. The majority of Sue’s assessments were formative and conducted during the 
rehearsal process with an informal approach without any documentation. The one 
exception was Sue’s use of formative music theory assessments, which occurred 
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regularly through the lessons in the published materials she used. Sue had tried to 
implement a way to assess sight-singing that solved the issue of limited rehearsal time. 
Rather than assess students face-to-face, Sue used Google Voice technology. As an 
assessment, I determined it to be an inadequate way to accurately determine student 
ability. I acknowledged, though, the possible advantages to using the technology to 
encourage the development of sight-singing skills apart from the classroom.  
I examined Sue’s musicianship pedagogy in relation to my theoretical concept, 
specifically through seven of the types of MTKs (Elliott & Silverman, 2015). 
1. Sue and her students regularly used verbal knowledge to discuss concepts in the 
repertoire during rehearsal. She also assessed her students’ verbal knowledge of 
music theory and music vocabulary. 
2. I witnessed the students in the advanced vocal ensemble demonstrate their 
experiential knowledge of musicianship as they encountered new repertoire in 
rehearsal and applied solutions to solving musical problems from previous 
experiences. 
3. Sue and her students solved musical challenges based on their understanding of 
those involved in their community. Their situated knowledge was, perhaps, easier 
to accomplish because of the small number of singers involved and their 
familiarity with each other as an ensemble. 
4. Because of their advanced level, the students in the vocal ensemble made certain 
decisions when performing repertoire based on repetitive experiences. Likewise, 
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Sue also depended on her intuitive knowledge because of her accumulated 
experiences. 
5. I observed students having an increased desire to participate in the problem 
solving process when Sue invited them to take ownership of challenges in 
rehearsal. Students’ demonstrated an appreciative knowledge by approaching 
musical problems as opportunities to grow and learn. 
6. I believe that Sue exercised ethical thinking and knowing when she selected the 
repertoire I observed her students rehearse and perform. In addition to providing 
the right technical and artistic challenges, Sue’s song selections were appropriate 
for the young people in her choral program. 
7. Lastly, the students in the advanced vocal ensemble were juniors and seniors and 
moving toward the end of their accumulated musicianship experience and 
development. The students and Sue called upon their supervisory knowledge in 
order to process and organize all of the parts of their thinking and knowing while 
engaged in musicing. 
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CHAPTER V 
 DISCUSSION 
When I began this study, my goal was to investigate the ways three high school 
choral directors taught musicianship to their choral singers. My intent was to prepare 
portraits of the directors and their programs such that each portrait would reveal how the 
students acquired the skills and dispositions we associate with musicianship. As in visual 
art, portraits feature a principal subject in a context. Adapting that to a qualitative 
research design, I wanted to place each director inside a conception of musicianship 
articulated by Elliott and Silverman (2015). As I analyzed the data, I wanted also to 
ensure that I was not the victim of the halo effect (Isaac & Michael, 1995; Nisbett & 
Wilson, 1977; Thorndike, 1920), or “the tendency for an impression created in one area 
to influence opinion in another area” ("Halo effect," n.d.).  
In preparation for the analysis, I watched Life of Pi, a commercial movie directed 
by Ang Lee, where the writers presented an extravagant story but the characters 
questioned whether there was another way to interpret the narrative. While I did not 
realize it at the time, that was exactly what happened to me in this investigation. I began 
with a theoretical framework that included a definition of musicianship. As I completed 
the observations, interviews, and document review, it became clear that what I wanted to 
see was not there. While all three choral directors included musicianship training as part 
of the instruction in their rehearsals, the overall conception of musicianship did not 
completely align to Elliott and Silverman (2015). Aside from performance repertoire 
preparation, the directors focused mainly on the ability of the high school singers to 
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sight-read.  
I found consistently that the materials for sight-reading did not connect in any 
way to the repertoire and did little to prepare the students to sight-read their choir music. 
In fact, during most of my time observing, the choral directors played the parts for the 
students and taught by rote or modified rote. Nearly all of the teaching was teacher-
centered with little connection to any of the teaching strategies one finds in other 
academic classes, such as reciprocal teaching (Abrahams & Abrahams, 2010; Rosenshine 
& Meister, 1994), gradual release of responsibility (Fisher & Frey, 2013; Pearson & 
Gallagher, 1983), flipped classroom (Bishop & Verleger, 2013, June), depth of 
knowledge (Webb, 2002), differentiated instruction (Hall, Strangman, & Meyer, 2002; 
Tomlinson & McTighe, 2006) and more. None considered informal music learning 
(Abrahams et al., 2011; Green, 2008; Jaffurs, 2004), now very popular in various parts of 
the world, particularly the United Kingdom.  
Throughout my engagements with the choral directors, I did not hear any mention 
of National Standards for Music Education. This was unfortunate because the 2014 
version included specific standards for ensembles at the high school level. I did not hear 
any director mention the artistic processes that frame the national standards, namely 
create, perform, respond, and connect. During my observations, no one gave assignments; 
expected singers to prepare outside of the rehearsal room; or to bring anything to the 
rehearsal beyond a music folder, a good attitude and polite, respectful, obedient behavior, 
with one exception: Sue instructed her students to prepare a phrasing plan as a homework 
assignment. In fact, with few exceptions, students kept their music inside the rehearsal 
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room, and I was not aware if students took their music home to practice or prepare. While 
each choral director began rehearsal with warm-ups that reinforced vocal technique, none 
of the warm-up exercises connected to musical challenges in the repertoire.  
Based on what I learned from each of them through the interviews and casual 
conversations, I determined that the three teachers taught in the same way their teachers 
had taught them; they appeared to be unaware of current educational thought. 
Musicianship training occurred more often in the context of rehearsing repertoire for 
performance as opposed to standalone lessons in sight-singing or music theory. 
Everything focused on performance; yet, I wondered if students were learning anything 
apart from just repeating what their directors drilled.  More rehearsal time was devoted to 
working on repertoire than on anything else. The choral directors made the majority of 
the musical decisions. While directors articulated the importance of assessment to inform 
their musicianship instruction and to account for student progress, the actual subject or 
tasks of the assessments did not align to the repertoire. In other words, the directors did 
not hold students accountable specifically for singing their vocal parts as a major portion 
of assessment. In two of the programs, the directors shared that most of the students 
earned an A in the program with the exception of students who missed performances.  
Findings of the Cross-Case Analysis 
Yin (2003, 2014) characterized the underlying logic of multiple-case studies as 
the ability to affirm the replication of themes. I attempted to preserve the distinct features 
of each case and to demonstrate in this section cross-site conclusions (Bresler & Stake, 
2006). The cross-case analysis provided an opportunity to identify convergent themes 
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that resonated among all three of the cases in this study. My personal experience with 
each director provided unique insight into the value of the musicianship training the 
directors included with the students in their programs. As I listened to each of the choirs 
sing, I was impressed with the work that occurred in rehearsal. The students in all of the 
programs demonstrated excellent musicianship. Each of the choral directors I studied 
worked in very different settings. Steve directed a choral program at a public high school. 
Phillip directed a choral program at a public school-within-a-school for fine arts students. 
Sue directed a choral program at a private school. Although their settings were diverse, I 
identified the following themes as ones that represented what the directors found to be 
meaningful: (a) defining and teaching musicianship, (b) sight reading, (c) assessment,  (d) 
preparation of the repertoire, and (e) teacher-centered rehearsal. In all instances, the 
definition of musicianship was narrow—the ability to sight-read and perform the 
repertoire and the patterns that emerged revealed teacher-centered, direct instruction. 
What Conductors Found Meaningful 
Defining and Teaching Musicianship  
All three choral directors defined musicianship, in part, as the combination of 
elements of music literacy, which meant the ability to sight-sing, and demonstrable 
elementary vocal technique. Steve used the phrase “turning something into more than 
dots on lines on paper” and referred to music making as more than correct rhythms and 
pitches. Phillip followed suit with this line of thinking, referring to his mantra “more than 
notes” that was inspired by one of his high school music teachers. Phillip and Steve both 
recognized that music making consisted of something more artistic, beyond a written 
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musical score. Sue was also in agreement with Steve and Phillip in that performing music 
was much more than the technical elements: Performing music was, in Sue’s opinion, for 
the purpose of expressing ideas, emotion, and culture. As a combination of elements, 
musicianship allowed for something more than an accurate rendering of the score; it led 
to expression and artistry. Steve, Phillip, and Sue all included musicianship instruction, as 
they defined musicianship, in their programs. It was explicit in their interviews and in the 
observations I made in their rehearsals, and they listed it in their course syllabi.  
One factor that greatly influenced the inclusion of musicianship training was the 
perceived lack of instructional time. Steve and Sue expressed a desire to spend more time 
on musicianship instruction, but due to the pressure and expectation of performances, 
limited that instructional time in favor of repertoire preparation. May (1993) discovered 
through a research investigation that despite advocating for more time spent on sight-
singing instruction, choral directors spent very little time on sight-singing instruction. I 
noted that Steve characterized his allotted rehearsal time as adequate to include many 
different instructional activities. His characterization changed, however, when our 
discussion moved to the inclusion of musicianship training during rehearsal. In those 
instances, Steve believed that his allotted rehearsal time was inadequate to address the 
inclusion of musicianship training with his students. The effects of the perceived lack of 
time influenced the inclusion of sight-singing. Demorest (2001) maintained that, although 
choral directors advocate for sight-singing instruction, not many directors allocate any 
meaningful time toward that instruction. All three directors prioritized repertoire 
preparation over any other instruction. The expectations and hefty schedule for concerts 
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and performances influenced their decisions for how to best use the limited rehearsal time 
for each choir. Dwiggins (1984) asserted that the emphasis placed on performance was 
the reason sight-singing instruction was missing from choral rehearsals, especially for 
auditioned choirs. Although each of the participants did include musicianship training as 
part of their instruction, each acknowledged that an emphasis on performance and the 
preparation of repertoire prevented them from spending more time on musicianship 
during rehearsal. Phillip was not as concerned with the lack of musicianship training in 
rehearsal, because he knew that his students received instruction in their other arts 
program courses. 
Sight-Singing  
All three participants placed emphasized the development of the sight-singing 
abilities of their students. Steve and Sue specifically expressed a desire to develop their 
students into independent musicians. By teaching their students to sight-sing, all three 
choral directors believed that they were empowering student musicianship and fostering 
students to become autonomous musicians. Demorest (2001) recognized this process and 
result as a benefit that comes from developing a student’s personal musicianship.  
Despite time constraints, each choral director used rehearsal time to develop the 
sight-singing abilities of their students. Steve and Sue provided sight-singing instruction 
only during choral rehearsals; students did not have music instruction in courses other 
than their choral ensemble. Phillip’s students received sight-singing instruction in 
separate courses and in choral rehearsals. In addition, Phillip went so far as to start an 
after-school program, Sight-Singing Society, dedicated solely to sight-singing practice. 
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Apart from time spent rehearsing repertoire, each participant devoted more rehearsal time 
to sight-singing instruction in comparison to time spent on music theory and music 
history instruction.  
Although each of the directors used solfège with moveable do to teach pitch as 
part of sight-singing to their students, the directors did not use a specific system for 
rhythm reading. Some of the systems for representing rhythm include using a beat-based 
counting system or rhythm syllables such as those developed by Galin-Paris-Chevé, 
Kodály, and Gordon (Demorest, 2001, pp. 49–51). During the observations, I witnessed 
the participants use several instructional activities to work on rhythm: speaking text in 
rhythm, speaking solfège syllables for pitch in rhythm, and clapping rhythms with 
musical exercises and repertoire. All three choral directors favored instruction focused on 
pitch instead of rhythm. Although Sue was the only one who used published instructional 
materials, all three choral directors made use of materials in their instruction. Steve and 
Phillip created their own materials to address the specific needs of their students. At each 
school, the students rehearsed and performed literature that was at a higher level of 
difficulty than the sight-singing materials they used.  
Assessment  
During the interviews, all three directors stressed the value of assessment for 
providing information about the students, especially in order to differentiate instruction 
and address specific deficiencies. Steve, Phillip, and Sue listed assessments in their 
course syllabi as a means to document student progress. In rehearsals, I observed 
formative assessment as each director rehearsed repertoire and listened to their choirs. 
  302 
Although I did not observe the assessments of individual students, each choral director 
described the procedures and frequency of assessments for their students.  
Steve used informal formative assessments periodically throughout the year and a 
formal, summative assessment on the final exam. Steve’s informal assessments provided 
him with a gauge of student progress, but he gave no feedback to his students. His sight-
singing assessment on the final exam was the only instance during the school year where 
Steve provided student with feedback and documentation. Phillip assessed students once 
or twice per grading period when students recorded their sight-singing individually in a 
practice room. Sue’s students recorded their sight-singing assessments at home using 
Google Voice. 
Steve and Sue assessed students’ progress in music theory using written quizzes. 
Phillip did not do this because his students received instruction in music theory outside of 
the choral rehearsal. Frequency of formal assessment, however, was sparse overall, with 
one exception: Steve assessed his freshmen choir more frequently. The larger performing 
ensembles posed two dilemmas for Steve with regard to more frequent assessment of 
individual students. First, Steve’s larger choirs had more extensive performance demands 
necessitating more time for the rehearsal of repertoire. Second, the number of students in 
the large choir required a greater amount of rehearsal time to listen to each singer 
individually. 
As much as they espoused the ideals of assessment as a means of tracking student 
progress and gathering data to make informed decisions regarding instruction, the 
directors used limited and infrequent documented assessments. Regular formative 
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assessments did not occur, and in turn, the opportunity to determine the suitable level of 
control (teacher-centered vs. student-centered) and the degree of autonomy for their 
students was diminished. None connected assessments to current literature on instruction 
such as Understanding by Design (UbD) (Wiggins & McTighe, 2005). Wiggins and 
McTighe (2005) developed UbD as an organizational framework through which teachers 
regard student results when they plan instruction. Abrahams and John (2015) described 
how the use of UbD could inform assessment: 
While the UbD framework is a relatively new approach to instructional design, 
ensemble conductors know very well how to plan with the end in mind from 
decades of experience doing just that. They set the concert date first and then 
work backwards. They choose repertoire based on the abilities of their students 
and the amount of time they have for students to learn it, and then they set a 
rehearsal schedule to ensure that students are ready on performance day. They 
build formative and summative assessments into the process such as playing 
exams, hearings, home practice logs, or sectional rehearsals. During each 
rehearsal, they stop students to make corrections or address issues that may arise 
during the rehearsal. (Abrahams & John, 2015, p. 79) 
  
None of the participants utilized the cornerstone assessments found in the National 
Standards ("Student Assessment Using Model Cornerstone Assessments," 2014).   
 School administrators include teachers’ assessment methods as an aspect of 
teacher evaluations (Abrahams & John, 2015). Both Steve and Phillip acknowledged the 
requirement to submit documents pertaining to lesson planning as part of their 
professional growth. There was no discussion in any of our interviews about assessment 
expectations from the school. This did not seem to be an issue or concern for the 
participants in this study.  
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Preparing Repertoire for Concert Performance  
The participants in this study devoted the largest amount of rehearsal time to 
teaching and rehearsing repertoire. Each of the choral directors selected the repertoire for 
their choirs themselves, with the exception of Steve’s student conductor, who made one 
song selection. Each director chose a variety of music. 
Steve, Phillip, and Sue taught elements of musicianship as students learned the 
notes and rhythms of their music. For example, Steve talked about teaching concepts with 
his students when the concepts were encountered in the score during rehearsal. By using 
context, Steve believed that he strengthened the connections and understanding that his 
students formed while learning new concepts. As a result, the selection of repertoire was, 
in Steve’s perspective, the most important part of his planning for the school year. Steve 
stated that repertoire selection determined what musicianship skills he would teach with 
his students during choral rehearsals. Phillip expressed his repertoire choices as a means 
to provide students opportunities for expression and communication and to experience 
meaningful texts. Sue acknowledged her own personal shortcomings in terms of 
familiarity with standard choral repertoire. All three choral directors selected some 
graded repertoire from the state choral literature manual. 
Steve specifically mentioned the demands for performance with his advanced 
treble choir, and consequently, he devoted less time to musicianship training with that 
choir when compared to his freshman choir. Freer (2011) noted the issue of balancing 
performance and pedagogy; the three participants dealt with this issue. Steve, Phillip, and 
Sue had two goals for their choirs and individual students represented by artistic 
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performance and the development of musicianship. Balancing performance and 
musicianship pedagogy proved to be challenging for the participants; however, in 
Phillip’s case, students took many courses outside of chorus that developed their 
musicianship. Each choral director worked toward a standard of quality for choral 
performance and a standard of quality for the musicianship pedagogy in which they 
engaged their students.  
Other factors influenced the three choral directors to favor rehearsals focused on 
repertoire preparation. Fashun (2012) identified this proclivity, suggesting the following 
possible justifications for choral directors’ preoccupation with repertoire: program 
rationale for school administration, parental approval, and recognition. Steve, on a few 
occasions, mentioned choral performance adjudications as a motivating factor to 
dedicating more time to repertoire preparation. Sue noted some nonmusical activities that 
took rehearsal time, leading her to reduce the amount of time allocated to musicianship 
instruction. Strand (2003) noted several nonmusical activities that typically occur with 
high school choirs and consume rehearsal time, including fundraisers and choir trips. Sue 
mentioned similar types of nonmusical activities that used rehearsal time: collecting 
money, collecting forms, and other activities related to choir travel. 
It was unfortunate that the conductors did not see sight-singing, music theory, and 
listening (Elliott & Silverman, 2015) as enablers to learning the repertoire. Had they 
realized the interrelationship of one with the other, they might have organized their 
rehearsal time more effectively and efficiently. Had they held students accountable by 
empowering them to do some of the note learning on their own in preparation for 
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rehearsals, the content and priorities in each rehearsal might have been quite different. 
Scholars have suggested that the one thing students can do independently is learn the 
notes (Abrahams et al., 2011). Teachers can facilitate this by providing recordings for 
students to use at home, and sectionals outside the regular rehearsal, and do not need to 
spend rehearsal time drilling notes. Margaret Hillis, founder and conductor of the 
Chicago Symphony Chorus, wrote that conductors should not practice the music; instead, 
they should rehearse the performance (Hillis, 1969). That idea represented a significant 
paradigm shift in the way conductors interacted with their singers and would be helpful 
for the three choirs in this research study. It also shifts the dynamic from teacher-centered 
to student-centered by truly empowering the singers with the responsibility to bring 
something (the correct notes and rhythms) to the rehearsal. If directors did not teach 
pitches and rhythms but confined their rehearsals to rehearsing the performance, they 
might be able to mitigate the perceived lack of time.  
Teacher-Centered Rehearsal  
All three directors, to varying degrees, allowed students to have input and 
ownership in the learning of repertoire. This indicated that participants valued and 
respected their students’ musicianship. However, the instruction I observed was grounded 
in a teacher-centered direct instruction approach to choral rehearsals. Steve engaged his 
students more than the other participants, soliciting input from students regarding the 
learning process and expressive qualities of the music. He believed that this increased the 
value his students placed on the rehearsal process. When Phillip allowed his students to 
offer suggestion for musical problem solving, students shared their opinions and 
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demonstrated their authority as musicians. Phillip’s students used their musician’s voice, 
disclosing their ideas collaboratively with both their teacher and their peers using 
appropriate music vocabulary. Because Sue adhered more exclusively to a teacher-
centered approach, the opportunities for her students to participate in the rehearsal 
process were less pronounced. Her approach stifled, but did not inhibit, self-discovery 
and agency. The moments where the participants leaned toward a student-centered 
approach to their respective rehearsals were more conducive to self-realization, whereas 
the teacher-centered approach was too rigid to foster the highest potential of student 
autonomy in terms of musicianship development. 
All of the conductors included opportunities for student leadership, but it was not 
always musical leadership. Often it was organizational, as with the students that Steve 
and Sue chose to take attendance.  
Musicianship Within the Praxial Musical Thinking and Knowings 
Elliott and Silverman (2015), through the praxial concept, conceived musical 
understanding through both musicianship and listenership. They offered eight types of 
musical thinking and knowing (MTK) that interact dynamically as a means to conceive 
both musicianship and listenership. This was the theoretical framework for the present 
research.  
The first of these types of MTK was procedural thinking and knowing, as “all 
forms of musicing and listening exhibit themselves in some kind of doing or action” (p. 
207). I chose to examine each case through the remaining MTKs to frame the 
musicianship pedagogy of each choral director in the praxial concept. All of the MTKs 
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sustain, develop, and combine as people immerse themselves in musicing. Aside from 
procedural thinking and knowing, the other MTKs are essential to the actions of 
expressive musicing and listening (Elliott & Silverman, 2015). Without the interactive 
MTKs, musicing and listening is reduced only to that which is solely technical. Each of 
the choral directors in my study articulated a need for musicianship that expressed 
emotional content in addition to technical skill. 
Verbal Knowledge 
As I watched each of the choral directors work with their students in rehearsals, I 
witnessed the use of musical terminology that occurred between teacher and students and 
among students. Most of the exchanges took place during the time spent preparing 
repertoire. Listening to the discourse during rehearsals, it was evident to me that the 
choral directors and their students relied heavily on the use of vocabulary to navigate and 
explain problems and solutions for vocal technique, diction, and aesthetic elements. I also 
observed the use of idiosyncratic vocabulary from each of the directors that the students 
understood. Steve used the phrase “keep the vowel tall” repetitively throughout 
rehearsals. Phillip often asked his students to “listen” while they were singing, and in a 
similar fashion, Sue used the phrase “tune it” several times during rehearsals.  
Experiential Knowledge 
Because I was able to observe multiple rehearsals, I had the opportunity to see 
students apply previously learned skills to new challenges in the music, albeit in a 
relatively short span of time. Watching the interactions between the directors and their 
students in rehearsals convinced me that the choral directors and students continually 
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made judgments through critical reflection of the context of their musicing. During one of 
my observations of Sue, she asked her students to consider different phrasing suggestions 
offered by two of their peers. The choir performed the specific passage using both 
phrasing options in order for the students to listen, reflect, and make an informed decision 
as to which way to best shape the phrase. In this way, each of the participants and their 
choirs applied their verbal MTK along with their conscientious musicing to discover and 
apply practical solutions to the musical challenges they encountered. 
Situated Knowledge 
Elliott and Silverman (2015) argued that all thinking and knowledge is dependent 
on context. By that, they meant that situated MTK deals with contextual issues, open-
ended traditions, and problems of a particular music education setting. Beyond context, 
situated thinking and knowing developed from feminist epistemology stressed “the place-
based, embodied space of sense making” (p. 222). Andersen (2015) addressed how an 
individual’s personal knowledge or other people affect situated MTK: 
People have different knowledge of others, in virtue of their different personal 
relationships to them. Such knowledge is often tacit, incompletely articulated, and 
intuitive . . . Because people behave differently toward others, and others interpret 
their behavior differently, depending on their personal relationships, what others 
know of them depends on these relationships. (Andersen, 2015, para. 8) 
All three choral directors were preoccupied with a focus on the ensemble or group 
as opposed to the individual student. In turn, they framed the development of student 
musicianship around the interactive relationships between everyone engaged in the work 
of the high school chorus, as a community. I observed that the students in each choir were 
aware of their collective abilities, both strengths and weaknesses, to solve problems in 
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rehearsing repertoire. In each setting, I observed varied and dynamic contexts as a result 
of the multiple relationships between the directors and their students and between 
students.  
Intuitive Knowledge 
Whereas intuition is the ability to instantaneously recognize something without 
the necessity of any sentient thought, Elliott and Silverman (2015) asserted that intuitive 
MTK is “a matter of embodied knowings or knowledgeable feelings for a particular kind 
of doing and making” (p. 224). Musicians further develop their musical understanding as 
they improve their “affective awareness of what counts in musical situations” (p. 224). 
Student musicians’ MTK incorporates intuitions of both music making and listening 
through the demonstration of a perception with regard to particular music making 
contexts. As I observed choirs rehearse over a series of days, and even during single 
rehearsals, the choral directors and their students collectively made multiple decisions 
almost instantaneously as they encountered the repertoire they rehearsed. They made 
decisions based on previous experiences as they engaged in musicing, listening, and 
reflecting distinct musical circumstances or contexts. The musical understandings that 
Steve, Phillip, Sue, and their students experienced individually and cooperatively 
included insights about the essence of musicing, listening, and the music created in 
definitive contexts and cultures. The decisions and understandings are manifestations of 
intuitive MTK. The choral directors I observed solved musical problems instinctively 
based on repeated and accrued events that occurred through the development of their 
musicianship. 
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Appreciative Knowledge 
Thatchenkery and Metzker (2006) defined appreciative intelligence as “the ability 
to perceive the positive inherent generative potential within the present” (p. 8). Elliott and 
Silverman (2015) characterized appreciative MTK as “a disposition to reframe given 
circumstances with an open mind, and imagining potential ways of creating something 
new or innovative by recreating existing products, processes, contexts, and so forth” (p. 
225). In many ways, appreciative MTK is akin to the think-outside-the-box mindset that 
makes it easier to identify problems and solutions others overlook. At each of the sites, I 
observed students who were eager to anticipate the innate positive capacity found in 
music and musicing. Steve, Phillip, and Sue each fostered a positive example for their 
students in how to approach musical challenges. The directors viewed problems as 
opportunities to demonstrate learning and growth as opposed to impediments, and shared 
that positive perspective with their students.  
I determined each of the directors’ use of appreciative MTK by watching them 
work with their students and by listening to them guide their choirs through the problem-
solving process. All three directors approached challenges by encouraging their students. 
Steve used comments such as “that’s more like it,” “I think you’ve got it,” and “well 
done, good work today” to help keep a positive focus on improving. Phillip motivated his 
students through problematic sections in the music with “we are making progress” and 
“much better, thank you.” Sue also supported her students with “I know you can do it” 
and “I agree, you’ve identified the problem.” In each of these examples, the directors 
motivated their students to move forward in discovering solutions and applying them to 
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correct issues with their performance.  
The following two examples from my observations describe students 
demonstrating appreciative MTK: Steve’s freshmen choir verbalized their excitement and 
eagerness to begin rehearsing “On My Own,” from the musical Les Misérables. As the 
students in the alto section encountered difficulty with a particular pitch in a melodic 
pattern of sixteenth notes, Steve had the sopranos model the correct melody for the altos 
instead of demonstrating the melody himself. The students demonstrated appreciative 
MTK by solving the pitch pattern with enthusiasm. Phillip’s freshmen ensemble worked 
to fix a balance issue as he reminded the choir to be sensitive to the melodic and 
harmonic functions of the other voice parts. As the students approached the problem, I 
observed that they were eager to make the necessary improvements. Phillip even 
commented that the students looked like they were having a good time in the process. 
Ethical Knowledge 
Ethical MTK is concerned with the temperament of musicians to engage in 
musicing that possesses moral virtue. Elliott and Silverman (2015) stated that “Music 
making and listening in schools and communities inevitably involve ethical dilemmas 
that students and teachers encounter on a regular basis” (p. 225). Steve, Phillip, and Sue 
involved their students in rehearsing repertoire and developing musicianship for that 
which was inherently good. The choral directors selected repertoire that was ethically 
appropriate for the students in their choirs and for the audiences that would hear the 
performances. In addition, the directors exercised care in rehearsals to demonstrate 
principled interactions with others, modeling through teachable moments the appropriate 
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treatment of peers in choir. I observed choral students working together honorably and 
properly in rehearsals, demonstrating value and respect for peers and their contributions 
to the choral musicianship of the ensembles in which they participated. 
Supervisory Knowledge 
Supervisory MTK is akin to metacognition, an awareness of one’s own thought 
processes. All three choral directors and the students in their programs had the inclination 
and skill to oversee and adapt to the current use and lifelong progress of their 
musicianship. This type of thinking and knowing is cultivated through discourse between 
choral directors and students, between students and their peers, and in self-reflection of 
the strengths and deficiencies of their personal musicianship. In several instances, I 
observed discussions between choral directors and their students that resulted in moments 
of reflection as they rehearsed repertoire. Only during the interviews with the directors 
did I witness long-term reflection as the participants recounted the development of their 
own musicianship. Watching the choirs at each of the sites rehearse and work together, I 
observed Steve, Phillip, and Sue and their students integrate all of the different MTKs in 
order to engage in expressive musicing. In so doing, the directors and their students 
exhibited the function of supervisory MTK, commanding all of the facets of musical 
understanding and musicianship.  
During one of Steve’s rehearsals, the students struggled with a syncopated rhythm 
in a Spanish song. The students worked together to solve the issue; Steve delegated the 
task of providing a steady beat to the tenors and basses, and the sopranos and altos 
worked on speaking the rhythm with a neutral syllable. After a short while, the students 
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swapped tasks and continued to work on solving the rhythmic problem, utilizing a 
combination of multiple MTKs (verbal, experiential, situated, intuitive, and appreciative). 
Steve and the students listened and assessed their progress. Eventually, Steve took the 
task of providing the steady beat while all of the students spoke the rhythm using the 
Spanish text. 
I observed the students in Sue’s advanced vocal ensemble singing a madrigal. 
Calling upon different MTKs, one of the students commented to the group that they did 
not hear everyone shaping the phrases in a similar manner. Two other students offered 
suggestions as to how they thought they should shape the phrases. The choir sang the 
particular passage using both students’ suggestions. After listening, the choir collectively 
decided which way they preferred to shape the phrases. Sue asked each of the students to 
take the song home and mark how they thought they should shape each of the phrases. 
Research Questions and Implications 
In this section, I describe the conclusions of this study in the context of each of 
the research questions. I have synthesized the data from each of the three cases with that 
of the literature and the conceptual framework to answer each question. I follow each of 
the research question conclusions with specific implications for high school choral 
directors and music educators. 
In What Ways Do High School Choral Directors Address and Assess Performing-
And-Listening in the Rehearsal to Build the Musicianship of Their Singers? 
Although Steve, Phillip, and Sue drew on extensive and varied experiences as 
students and on the influences of several choral directors and music teachers with whom 
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they studied, they did not provide listening experiences for their students. It was evident 
that they did not consider listening a part of musicianship training. Of course, students 
listened in rehearsals. They listened to instructions and to each other when singing. But 
they did not have any focused listening experiences. Nor did their teachers have any 
dedicated goals for student listening. Elliott (1995) and Elliott and Silverman (2015) 
devoted considerable space to listening in the writing of their praxial philosophy of music 
education. In fact, they conceived their praxial perspective as a Venn diagram: music was 
in the central, intersecting area; musicing and musicker in one circle; and listening and 
listener in the other (Elliott & Silverman, 2015, p. 210). Extrapolating from Elliott and 
Silverman’s diagram, listening is half of the musical experience and therefore a 
significant component of musicianship. With the exception of a recording Phillip played 
for his advanced mixed chorus, I did not observe any directed listening activities. 
To prepare students for performance, the directors layered concepts systematically 
in each piece. This rehearsal process is similar to the one described by Sandborg (2001), 
in which directors present elements such as balance, diction, dynamics, and tone 
separately as the choir worked toward a complete performance. The participants in this 
study offered support to their students in the form of scaffolding to help overcome 
difficult challenges in the music. Steve slowly transitioned his students’ dependence on 
his musicianship during different moments of the rehearsal. As he got out of the way, he 
offered support in the form of scaffolding in a fashion similar to that described by Freer 
(2009): a transfer of responsibility for learning from teacher to student. While they did 
not identify it as such, this enacted the gradual release of responsibility (Fisher & Frey, 
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2013; Pearson & Gallagher, 1983) now popular as a teaching strategy in general 
education. As Steve provided less scaffolding and his students moved closer and closer to 
autonomy, the process of student agency (Blair, 2006) began to form. Students in Steve’s 
choral program grew in confidence, as they required less and less of his musicianship to 
support them in solving musical problems. Providing scaffolding was not a service solely 
limited to the choral director: Students assisted each other in developing musicianship. 
Phillip expected his students to developing independent musicianship largely because of 
the instruction they received in numerous courses outside the choral ensemble rehearsals. 
Phillip, though, provided minimal scaffolding and minimal opportunities for students to 
demonstrate their independence due to the control he exerted in rehearsal. Sue, like 
Phillip, controlled most of the rehearsal process. At times during Sue’s rehearsals, I 
observed more effort directed to helping students learn repertoire than to helping students 
grow and develop musicianship skills. In terms of developing musicianship through 
performing-and-listening activities, all three choral directors spent the bulk of their time 
with students rehearsing repertoire in preparation for performance. The choral directors’ 
warm-up activities, apart from sight-singing, focused mostly on vocal technique and 
involved few moments of musicianship development and connection to the repertoire. 
During the observations, I noted a routine approach to the warm-up activities that started 
each choral rehearsal. 
I was able to observe Steve introduce a new song to his freshman choir. He 
demonstrated his step-by-step process of incorporating the musical elements through 
performing-and-listening, which helped develop his students’ musicianship. During the 
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interviews, Steve shared his process of adding different layers (rhythm, pitch, dynamics, 
phrasing) when introducing new repertoire to his choir. In one rehearsal, I observed Steve 
first have his students read through the text. Eventually he had his students read the text 
in rhythm. As the students were learning the rhythms by speaking the text, Steve gave 
instruction regarding the students’ diction. The students used solfège syllables to begin 
learning their pitches after they had established the rhythms. Steve maintained a steady 
beat for the students during the initial rhythm- and pitch-learning process. The students 
had the opportunity to offer their input with regard to dynamics and phrasing. As the first 
rehearsal ended, Steve asked the students to be prepared to share their ideas at their next 
rehearsal. At the next rehearsal, the students shared their ideas regarding dynamics and 
phrase contours. Steve had the choir try some of the different suggestions, and had the 
students listen and comment on which ideas they thought were more successful.   
When I learned that the students in Phillip’s program received instruction related 
to musicianship from courses outside of the choral rehearsal, I expected to see less effort 
in building musicianship during my observations. The following three examples 
demonstrate how Phillip worked toward developing the musicianship of his students 
through performing-and-listening activities that occurred in rehearsal. In the first 
example, Phillip, who had been favoring an extensive use of the piano in rehearsal, stood 
and used a sweeping arm motion to convey phrase shape to his singers. He also modeled 
the phrase using his singing voice, and discussed with the students the idea of giving 
phrases a sense of direction. The students watched the visual representation and listened 
to Phillip demonstrate the shaping of a phrase. Phillip then had the students sing and 
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asked them to incorporate the phrase shaping marked in the score for their individual 
voice parts. Phillip continued to provide visual cues, using conducting gestures to remind 
his singers of the sense of direction and rise and fall of each phrase. I listened as the 
students employed this concept, and after a few passes through sections in the score, they 
began to become more comfortable and liberal with creating contour in the phrases. 
During a warm-up exercise, Phillip worked on building students’ tonal memory and 
intonation as they held out chords with voice parts changing pitch one at a time to alter 
the harmonies. Repeatedly, Phillip asked the students to “listen,” reminding them to 
adjust and check their intonation in order to tune the chords vertically. A few times 
during the exercise, Phillip asked the students to find their original starting pitches. In 
working to improve intonation and tonal memory, Phillip spent time enhancing this 
aspect of his students’ musicianship and improved skills that would be applicable to the 
repertoire they rehearsed. Lastly, in a treble choir rehearsal, Phillip directed his singers to 
listen to each voice part sing through a particular section to demonstrate various ways to 
interpret certain phrases. The students listened and made judgments as to the best way to 
perform the phrases based on a combination of MTKs. After spending time listening and 
performing for each other, the students and Phillip determined which voice part section 
demonstrated the best possible interpretation. The choir then modeled that interpretation, 
implementing it for their performance as a group. 
Sue demonstrated engaging her students in performing-and-listening to build 
musicianship in the following two examples from my observations of her rehearsals. In 
the first example, I noted a similarity with Phillip in her instruction of phrasing with her 
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choir. As the choir rehearsed one piece, Sue asked her students if anyone could offer any 
comments on how the choir was doing with their phrases. One of the students shared that 
not everyone in the choir was performing the phrases in the same manner. Sue proceeded 
to guide her students through a process of determining how the phrases should occur. She 
let the students offer phrasing suggestions and then had the choir perform the 
suggestions. The students and Sue offered feedback each time the choir performed the 
phrases as specified by the students who gave their musical opinions regarding phrasing. 
Ultimately, Sue and the students collaboratively interpreted the phrasing. While this 
involved the students’ listening, it was not listening in the sense that NAfME identified as 
“responding” to music ("National Association for Core Arts Standards," 2014). 
In a second example, Sue rehearsed the choir systematically, adding musical 
elements in a series of rehearsed passes through specific sections in the score (similar to 
Steve’s method). Sue first engaged the choir in reading text in rhythm, steadily increasing 
the tempo with each subsequent pass through the section. As the students spoke rhythms, 
Sue gave feedback on their diction, especially lining up consonant endings. She also had 
them speak rhythms with the dynamic markings from the score. As I listened to the choir 
add dynamics, I could hear the phrases starting to take shape. After several passes with a 
focus on rhythms, Sue had the singers use solfège syllables to read through the same 
section with pitch. She worked first with the sopranos and altos while the tenors and 
basses assisted by tapping a steady beat. Later, she switched voice parts, having the 
tenors and basses sing with solfège while the sopranos and altos tapped the steady beat. 
Sue aided the tenors and basses from the keyboard where they struggled to sing the 
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correct pitches. Sue suggested one element to add or improve each time the students 
made passes through the section. Her layered approach developed her students’ 
musicianship. 
Given the conclusions regarding addressing performing-and-listening, high school 
choral directors should consider the benefits of listening activities with their students as a 
means to develop musicianship. Elliott and Silverman (2015) posit that listening and 
musicianship equate to musical understanding. Directors should also consider using 
warm-up activities with their choirs that, in addition to addressing vocal technique, 
develop musicianship through connections to the performance repertoire. Lastly, in an 
effort to address the balance of performance versus pedagogy as noted by Freer (2011), 
high school choral directors might contemplate limiting performances in favor of  time 
spent developing student musicianship.  
In what ways do high school choral directors address and assess the abilities 
of their singers to sight-read the choral literature they will perform? All three choral 
directors taught sight-singing in a group setting to their choirs using solfège with 
moveable do, modeling their instruction most closely to Kodály’s methodology (Dick, 
1996). Each believed that solfège was the best possible method and produced the best 
results. The music the participants selected for sight-singing was primarily limited to 
major tonality and unison melodies. Steve instructed his students in the use of hand signs 
with sight-singing, but Phillip and Sue did not. Steve believed that the use of hand signs 
helped to improve the sight-singing, an idea Demorest (2001) supported as a sight-
reading advantage. In addition to the courses in musicianship students at Phillip’s school 
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had to take, Phillip offered extra practice time for students after school at the 
extracurricular group Sight-Singing Society. 
Only Sue used published materials for sight-singing, implementing different 
programmed materials with both her middle school and choral students. Sue selected 
from a vast array of materials both in print and online. Steve and Phillip both chose not to 
use published materials, instead opting to create their own material to use in sight-singing 
instruction. Both directors viewed their own teacher-made materials as advantageous in 
meeting the specific deficiencies and weaknesses of their students. I determined that the 
level of difficulty of the repertoire each of the choirs rehearsed and performed was much 
higher than the level of difficulty of the exercises that the students used for sight-singing 
instruction. This was true for the published materials Sue used as well as for the teacher-
made materials Steve and Phillip used. 
The overwhelming focus of sight-singing instruction by each of the participants 
was pitch. None of the directors used a specific system for rhythm reading such as 
rhythm syllables or a beat-based counting system. All participants did have their students 
speak both text and solfège syllables in rhythm and had them clap rhythms. Steve, 
Phillip, and Sue had their students sight-sing unison melodies and some harmonic 
progressions divided into multiple voice parts. In addition, I observed Sue work with her 
students on sight-singing just melodic intervals out of the context of a melodic line. 
The directors typically featured sight-singing as part of the warm-up routine at the 
beginning of each rehearsal. Aside from rehearsing repertoire, more time was devoted to 
sight-singing by each director than any other single activity. Steve, Phillip, and Sue had 
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their students sight-sing more often apart from the repertoire, although I did observe 
students using solfège to read sections of songs they had not yet rehearsed. Each director 
also had their students engage in solfège reading when there were problems or 
challenging passages in the score. 
Did the sight-singing help? Unfortunately, the exercises the teachers used did not 
connect in any way to the repertoire. In all cases, it was considerably easier. And while it 
may have happened at other rehearsals, I did not observe students’ abilities to sight read 
the music in their choral folders. 
Based on the findings I discovered through this study, high school choral directors 
should equip their students with the tools to sight-read rhythms through the use of 
syllables as outlined in several music methodologies for the acquisition of musicianship. 
Directors should also seek to connect sight-singing exercises to performance repertoire, 
whether they are using published or teacher-made materials. 
In what ways do high school choral directors address and assess the abilities 
of their singers to audiate? All three choral directors developed their students’ audiation 
skills primarily through the practice of sight-singing, though only Phillip used the term, 
audiation. Because the directors did not include improvisation in their ensembles, they 
were not able to assess students’ original musical thinking, which is an indicator of the 
ability and level of audiation skill. The participants also provided opportunities for 
students to improve their audiation when they rehearsed repertoire and as students 
listened to other sections learning their parts, but the teachers did not assess this 
interaction. Instead, the teachers’ focuses were on the students who were singing. During 
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one of my interviews with Phillip, I asked him to describe what he wanted his students to 
take away with them after spending four years in the high school chorus. Phillip’s 
response acknowledged the importance of audiation: “Can they at least look through and 
get an idea—audiate the melody to some extent.” Clearly, “some extent” is a vague 
description and not at all definitive.  
The directors each emphasized the development of pitch in their sight-singing 
exercises and instruction. As the students negotiated melodic intervals and tuned 
harmonic intervals, they advanced their ability to anticipate the sounds based on previous 
experiences. I observed this process in choral rehearsals at all three sites. In a rehearsal 
observation, I watched Steve use a chordal warm-up exercise with his advanced treble 
choir. The students sang a harmonic progression using solfège syllables and had to 
anticipate the starting pitches each time they began the exercise. In so doing, Steve’s 
students relied on their ability to audiate. Phillip also had his students exercise their 
audiation skills using a warm-up exercise. Phillip’s students sang a scale where each 
voice part sang a different pitch in the scale sequence instead of every pitch. The students 
had to anticipate the next pitch in the scale that their section had to cover. In another 
exercise, Phillip had his choir sustain a chord, staggering their breaths as needed. Phillip 
directed individual voice parts to change pitch in various intervals, both descending and 
ascending. Phillip reminded his students to listen and tune, both in negotiating the 
intervallic movements and in adjusting the intonation of the vertical chords. As the 
students engaged in the exercise, they worked toward developing their audiation. 
However, Phillip did not hold students accountable for this skill. 
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After reviewing the ways that the participants addressed the abilities of their 
choral students to audiate, I suggest that choral directors provide opportunities for their 
ensembles to improvise in order to assess the original musical thinking of their students. 
Choral directors should also devise a system to account for the development of individual 
student audiation. 
In what ways do high school choral directors address and assess the abilities 
of their singers to respond to history, style, and performance practices? I never 
observed any formal presentation by the directors relative to performance practice, 
history, or style. All three choral directors created some opportunities for student input 
regarding musical decisions. These situations usually occurred as the choral director 
identified a particular problem and asked for student input in solving the problem.  
When I examined Steve’s choral handbook, I noticed that he included the study of 
music history to help students make connections between the repertoire they rehearsed, 
the subjects they studied in school, and the world around them. Steve selected a variety of 
styles of music rich in historical and cultural value for his choirs to rehearse and perform. 
In the interviews, Steve described a listening lesson that included a time for discussion 
and reflection after listening. Although I did not observe the listening lesson or other 
moments in rehearsals where discussions between teacher and students included music 
history, style periods, or performance practice, Steve shared in the interviews that he sat 
down with each choir to discuss each song in some detail. As the choirs began new 
repertoire in preparation for a performance, Steve explained that he would share with his 
students the background of each song. He asked the students to share their impressions of 
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new songs. Steve told me of a time when a student had researched all of the details about 
a particular piece the choir was rehearsing. The student had gathered information about 
the song online outside of class and made a presentation to the class regarding the 
composer, the inspiration for the composition, the historic context, and the style of the 
piece. 
Phillip’s students took a separate course outside of their choral ensemble class 
called comprehensive musicianship. This course combined both music theory and music 
history. Understanding music history and style periods was something Phillip wanted for 
his students. He shared that there was much more to his choral program than having 
students get on stage and perform: 
It’s also about why are we singing “How Lovely Is Thy Dwelling Place” and “O 
Magnum Mysterium,” the Victoria, and why are they different? Why do we have 
to sing this one differently than we sing this one? Understanding the idioms of the 
Romantic period as opposed to the Renaissance. Understanding why Dan 
Gawthrop’s music is different than Mozart. 
 
Phillip wanted his students to have a grasp of style so that they might be able to 
make connections between different style periods such as the Renaissance and the 20th 
century. When I asked Phillip about his long-term goals for his students, he shared that in 
addition to basic literacy skills, his students should be able to identify the composer, text 
source, historic period, and style of the repertoire they had studied and rehearsed. 
Sue started her instruction involving music style and music history with her 
middle school students and continued with the students in her high school choirs. In the 
interviews, Sue mentioned some instructional material she had found online that included 
music history and music theory. Sue felt that a lack of instructional time prevented her 
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from addressing music history with her students. When I asked her what she would do 
differently if time were not an issue, Sue told me that, among other things, she would 
spend more time covering music history with her students. I also asked if Sue shared with 
her students historical or style information that might prove beneficial during the 
rehearsal of repertoire. Again, Sue mentioned the lack of time that prevented her from 
providing more than a minimal overview. It appeared to me that Sue’s instruction lacked 
most in this area. 
Phillip’s students had the greatest exposure to information regarding music 
history, style, style periods, and performance practices unique to particular repertoires. I 
did not notice this topic in any of the rehearsals I observed at all three sites. I only learned 
of the choral directors’ perspectives and practices from our interview discussions and 
through an examination of certain documents. Steve spoke of class discussions regarding 
history, style, and performance practice. Sue utilized published materials and began this 
work in the middle school chorus. I did not observe any instruction in performance 
practice associated with certain repertoires during any of the choral rehearsals, but I do 
not assume this type of instruction did not occur. I noted that the primary MTK the 
directors appeared to utilize with this type of instruction was verbal. 
Based on the findings, high school choral directors should include, as part of their 
instruction, presentations on music history, style, and performance practice in the context 
of the repertoire the choir rehearses. Choral directors should be familiar with 
comprehensive musicianship (Gustafson-Hinds, 2010; Sindberg, 2007, 2009), and 
consider implementing the CM approach as a manner to develop student musicianship. 
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In what ways do high school choral directors address and assess the abilities 
of their singers to respond to the aesthetic elements in the music they are learning to 
perform? When Steve talked about musicianship in the interviews, he discussed that the 
technical requirements for the performance of a song existed for the opportunity to reach 
the idea of “meaning, depth, and emotion.” Part of Steve’s process to rehearse repertoire 
included an examination of the text to determine the emotional content and what the 
composer intended to express. Steve described music with correct rhythms and correct 
pitches as technically right, but not necessarily musical. His first step in introducing 
repertoire to the choir began with having the students read through the text as a means to 
discover the emotional content. In rehearsal, I noted a moment when Steve asked the 
choir, “Remember what we are trying to communicate.” He also reminded them about the 
poignant nature of a particular piece and discussed the context of the composition with 
his students. For another selection, Steve modeled a dramatic reading of a song text and 
had his students read in a similar fashion as a means to discover the nature of the text. 
In showing his students the importance of the text in relation to the aesthetic 
elements of the repertoire the choir rehearsed and performed, Steve shared with his 
students the importance of the emotional content. He gave his students insight into his 
personal perspectives regarding the balance of technical and aesthetic elements as they 
relate to musicianship. In this way, Steve helped his students discover reasons for shaping 
a phrase a certain way, adjusting a dynamic, or accenting a particular word in the text. 
Steve’s students were then able to apply that knowledge in future situations as they 
encountered musical problems. As Steve gave students the opportunity for musical input, 
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they might call upon what they had learned with regard to the influence of text and 
emotional content into their own musical decisions. 
Like Steve, Phillip held a deep belief that music making was found in the 
communication of text and emotion beyond replicating pitch and rhythm. Works that 
offered greater opportunities for expression and musical depth for his students influenced 
Phillip’s repertoire choices. In the interviews, Phillip shared that he wanted his students 
to do more than notes and words. He wanted his students to have an understanding of the 
text in order to perform artistically. The process through which Phillip achieved artistic 
performances with his students was systematic and sequential, and began first with the 
technical elements. Once Phillip’s students had mastered the technical aspects of a given 
work, he had them address the text and the intent of the composer and discussed with his 
students what they wanted to communicate with their audience. In this manner, Phillip 
differed from Steve, who began first with the text and emotion before starting to learn 
repertoire.  
During one rehearsal, I witnessed Phillip discuss a text by Emily Dickinson with 
his students. He asked them to reflect on the meaning of the text in order to be able to 
perform with that understanding. In another rehearsal, Phillip asked one student to read a 
text by Alfred Tennyson aloud and told the rest of the students to listen and imagine 
being in the setting Tennyson described. Both of these strategies helped students 
understand the importance of the text as an impetus behind incorporating aesthetic 
elements into performing. Phillip controlled most of the musical decisions, instructing his 
students in exactly what he wanted them to do in terms of interpretation. During the 
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choir’s rehearsal of “Ave Verum,” Phillip discussed the text with his students and told 
them the emotional content that needed to be present in their singing. Phillip shared with 
his students the reasons for his expressive choices, although he gave little opportunity for 
students to arrive at their own decisions and interpretations. As a director, Phillip knew 
exactly what he wanted the choir to do technically and aesthetically to best convey the 
repertoire. The students in Phillip’s choir were excellent musicians who were able to 
follow Phillip’s direction and accurately incorporate their director’s musical 
interpretations. 
Sue shared in an interview that she preferred musical performances that conveyed 
emotion even if there were technical flaws: “Music is an art form for expressing ideas, 
emotions, culture.” Sue’s philosophy of musicianship instruction was to develop in her 
students the ability to “create something worthwhile, beautiful, something that conveys 
life and emotion.” Her definition of musicianship combined that of technical accuracy 
and expression. 
In one of my observations of a rehearsal at Sue’s school, I watched her discuss 
with the choir the theme of carpe diem and how Shakespeare used the theme with the text 
of the song they were rehearsing. One of the students shared that this was discussed in an 
English class lesson that involved several of the choral students. Sue used this discussion 
to frame the aesthetic elements she used in her interpretation of the music. Like Phillip, 
though, Sue controlled most of the interpretive musical decisions. 
High school choral directors should create more opportunities for student input 
into the identification of aesthetic elements in the repertoire and the resulting decisions 
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regarding musical interpretations that follow. In addition, directors should consider 
transitioning from traditional, teacher-centered rehearsals toward student-centered 
rehearsals that utilize constructivist pedagogical principles (Abrahams & John, 2015; 
Collmer, 2012; Holsberg, 2009; Jones, 2007) in an effort to increase opportunities in all 
facets of performance preparation. 
In What Ways Do High School Choral Directors Address and Assess Conducting-
And-Listening in the Rehearsal to Build the Musicianship of Their Singers? 
The development of musicianship through conducting-and-listening happened 
when both the choral directors and their students produced and chose different expressive 
musical traditions. The participants in this study understood how to communicate 
effectively through conducting gesture with their students. As the students experienced 
responding to those gestures, they developed the ability to make musical judgments. 
These judgments, Elliott and Silverman (2015) posited, cause students to independently 
recognize appropriate musical feedback and success in musical performance. 
On the days I observed, I saw the teachers at the piano more than conducting in 
front of the choir. However, all three of the choral directors interacted with students using 
conducting gesture. I observed the students exercising their musicianship through their 
response to the conducting; more frequently, students responded to verbal commands 
rather than gesture. I also observed, in a limited fashion, Steve and Sue provide 
opportunities for their students to conduct their peers. The students in Phillip’s choral 
program had required coursework outside of the their regular choral ensemble rehearsals 
that included a course in beginning conducting. During my time observing Phillip, I 
  331 
noted that he spent a great deal of time at the piano. Phillip’s conducting gestures were 
limited to head nods and occasional hand and arm gestures while he was seated at the 
piano, with verbal feedback in reaction to what he heard. It was a marked and dramatic 
change in student response when Phillip stood and conducted his students. I watched and 
heard great clarity in many areas including dynamics, phrasing, and articulations as the 
choir responded to Phillip’s gestures. My overall impression was simply that the choir 
sang better when Phillip conducted, and in turn, the students demonstrated their 
musicianship at its greatest potential. 
In my observations of Steve, I noted that his students watched carefully as he 
conducted, following dynamic changes per Steve’s gesture. During some of the warm-up 
exercises and during sight-singing, Steve varied both tempo and dynamics through his 
conducting as his students responded to those changes. In one rehearsal, I observed that 
the choir was very responsive to Steve’s conducting. The musical communication 
between Steve and his choir through conducting gesture allowed for a more artistic 
performance as Steve’s students responded and demonstrated their musicianship. Steve 
conveyed how he wanted to shape phrases with gesture, and I watched and listened as his 
students acknowledged the phrase shapes through their performance. Steve also provided 
an opportunity for one of his students to conduct the advanced treble choir. The student 
conductor was able to develop her musicianship with their peers in the chorus. In the 
rehearsal I observed with the student conductor, the students in the choir were also 
engaged with their musicianship by responding to conducting gestures just as they had 
when Steve conducted.   
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Sue, like Steve, provided opportunities for her students to conduct in rehearsal. I 
observed two students take turns conducting their peers during warm-up activities. The 
student conductors were able to experiment and alter tempo and dynamics as they 
listened to the response of the students in the choir. Both the student conductors and the 
students in the ensemble developed their musicianship through this activity. Sue also 
communicated with her students using conducting gestures. I observed Sue’s students 
react appropriately to Sue’s gestures, changing phrase shapes and breath locations solely 
through gesture.  
While there was response to gesture from the students, there was no evidence of 
opportunities for all students to engage in conducting as Elliott and Silverman (2015) 
described. Based on this finding, high school choral directors should have all students 
conduct and work through the process of creating gestures to interpret the repertoire. 
Choral students that are afforded the opportunity to engage in conducting-and-listening 
actively empower their musicianship. 
In What Ways Do High School Choral Directors Foster and Assess Musical 
Creativity of Their Singers as Part of a Plan to Build Their Musicianship? 
From a praxial view, creativity, which expands musicianship and listenership, 
obviously includes composition and improvisation. It is also an aspect of performance 
interpretations, which extend to the research question regarding conducting-and-listening, 
especially for the students who had opportunities to conduct their peers. The participants 
in this study neither taught improvisation nor guided their students in composing or 
arranging music, but this did not negate the idea of developing and fostering musical 
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creativity in students who participate in high school chorus. During my observations, 
participants invited their students to offer suggestions with regard to musical 
interpretation of repertoire.  
At a rehearsal at Steve’s school, I watched him ask his students to determine 
where they thought phrases started and stopped in one section of a song they were 
rehearsing. Steve allowed each of his students to have a voice in how the choir would 
shape phrases. Phillip, who exercised the most control over interpretation, also gave his 
students some input with phrasing choices by having them listen and determine which 
voice part section shaped the phrases best. Sue also elicited the input of her students in 
determining the rise and fall of particular musical phrases. Students in Sue’s choir 
listened and compared the suggestions of two students. In addition, Sue asked each 
student in the choir to come up with a phrasing plan as a homework assignment. In these 
examples, students had the opportunity to develop their creative frame of mind through 
expressive singing with respect to particular music styles, experimentation, and reflecting 
on their choices. Giving students opportunities to offer input that affects the musical 
performance addresses creativity. Elliott (n.d.) argued that expressive musicing “involves 
reflecting on, generating, and selecting musical options toward creative outcomes.” 
Given the conclusions, choral directors should design lessons and assignments 
that require students to compose, arrange, and improvise in order to develop 
musicianship. Directors should familiarize themselves with the National Standards for 
Music Education and specifically the artistic process of creating. Students could be 
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assigned to compose a vocal warm-up or a sight-singing exercise that addresses a 
particular melodic interval. 
Recommendations for Future Research 
In this study I examined the instructional strategies three high school choral 
directors use to foster musical understanding with the goal of improving musicianship. 
Whether or not one can teach musicianship remains an unanswered question. To further 
this investigation, future researchers might consider the following: 
1. A continued examination of the use of listening in the high school choral 
rehearsal. Elliott and Silverman (2015) espoused the importance of listening as an 
integral part of musicianship. In the current study, I observed non-directed 
listening primarily as a direct result of student music making in rehearsal. 
Researchers could consider exploring the use of directed listening as an 
instructional strategy to further musical understanding and thereby nurture the 
development of student musicianship. 
2. An examination of rhythm as part of sight-singing instruction. In the current study 
and the previous research reviewed, I discovered a predominant focus on teaching 
students to sight-sing in terms of pitch, and the use of various syllable systems 
such as solfège. Researchers could explore, in the context of a high school chorus, 
the use of syllable systems and instructional practices used to teach students to 
sight-read rhythms. 
3. Qualitative research involving studies of choral directors that utilize student-
centered and constructivist pedagogies in their rehearsals to foster the making of 
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meaning that leads to musical understanding and the fostering of musicianship. 
The participants in the current study favored teacher-centered rehearsals. 
4. A formal examination of the types of assessments used by high school choral 
directors. In the current study, the participants articulated the use of 
undocumented formative assessments that were conducted infrequently. 
Participants cited time constraints and ensemble size as factors for not conducting 
more frequent assessments as a means to account for the development of student 
musicianship.                   
5. Case studies that include data collected directly from high school choral students. 
The current study focused primarily on interviews and observations of choral 
directors. In order to better understand the effectiveness of musicianship 
instruction, insight into student acquisition and student agency would be 
beneficial.  
Reflections 
Based on the results of this study, I did discover some examples of musical 
understanding that were more than verbal or formal knowledge. Elliott (n.d.) asserted that 
the aims of music education are found in the values of self-growth, self-knowledge, and 
the emotional experience of musicing and musical enjoyment. As high school choral 
directors develop their students’ into choral musicians, the aims and values are not only 
accessible, but also pertinent and within reach of all students. What should the primary 
instructional focus be of high school choral directors? I have always believed that the 
answer to this question is musicianship. Both Elliott (n.d.) and Abrahams et al. (2011) 
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assert that the primary purpose of music education is to empower student musicianship. 
As I finished my study and reflected on the entirety of the project, I kept returning 
to two fundamental questions: What have I learned from Steve, Phillip, and Sue? What 
have I learned about myself? I cannot escape the fact that this study has changed me. 
Exploring the practices of the three participants through interviews, observations, and 
document review has encouraged and facilitated my own self-discovery. This was 
inevitable. As I collected, processed, coded, and interpreted data, I constantly compared 
my work to the work of the participants. My own personal practice as a high school 
choral director rests on my desire to empower my students’ musicianship. This is my 
passion.  
Were there things about my own teaching that needed to change? Were there 
things that the participants in my study were doing that I should be doing for the benefit 
of my students? Perhaps the traditional methods we use do not allow for the best 
opportunity for students to learn. All three of my participants and I were trained to direct 
and rehearse choirs with a teacher-centered approach. High school choral directors who 
teach musicianship and repertoire to their students in this manner may prevent students 
from attaining a level of ownership a student-centered approach might enable. Wiggins 
(2015) offered the following description of this outcome: “Music teachers sometimes 
inadvertently ‘get in students’ way’ by making choices that position the teacher between 
the learner and the music” (p. 23). Lastly, I learned that the choral directors did not spend 
any meaningful amount of time listening, evaluating, and assessing the individual 
students in their choirs. All three choral directors were aware of the value of rehearsal 
  337 
time, and in turn made decisions on rehearsal activities with the knowledge of limited 
rehearsal time. If I am concerned with the development of student musicianship, I must 
make the time required in order to understand the needs of my students. The interviews 
and observations of this study reinforced my views on the need to allow my students to 
be more autonomous in the choral rehearsal, especially as they acquire skills in 
musicianship.  
In terms of future research, it would be interesting to revisit the students in these 
choirs in 5 years and again in 10 years to follow their musical lives. Are they still singing 
in choir? Are they avid concertgoers? What musics are they listening to? What musical 
experiences are they passing on to their own children? Do they remember the specifics of 
the repertoire they sang in high school? Answers to these questions would contribute to a 
more comprehensive understanding of the practices of the participants in the present 
study.  
In addition, the challenge to change current practice is now on my priority list as I 
complete this terminal degree. As I consider the findings of my study and my personal 
practice, I suggest that high school choral directors consider the NAfME national 
standards in order to address the artistic processes of create, perform, and respond as they 
influence choral music education. I also recommend that consideration be given to the 
cornerstone assessments. In my opinion, choral directors might consider adapting 
strategies to scaffold instruction that connect to the most current research on music 
teaching and music learning. I worry that without consideration to these suggestions, 
choral music education will remain on the periphery of a comprehensive education.   
  338 
APPENDIX A  
PRINCIPAL APPROVAL LETTER 
Boston University College of Fine Arts 
School of Music: Music Education Department 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
Ph. 1.617.353.6888 
www.bu.edu/cfa 
 
 
 
May 13, 2014 
 
Dear XXX XXXXXXXX, 
 
I am a doctoral candidate in Music Education at Boston University.  I am writing 
to request your approval to involve your school’s choral program in my dissertation 
research.  I have spoke with XXX XXXXXXXX, your choral director about the study, 
and they have graciously agreed to participate. 
 
My study will focus on the ways in which high school students who participate in 
the school choral program acquire musicianship.  I would observe a minimum of three 
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school days of chorus rehearsals, with no more than five observations.  I will also be 
interviewing XXX XXXXXXXX.  My visits to your school would not interfere with the 
instructional school day in any way.   
 
Feel free to contact me at jesander@bu.edu, or at 757.435.6795 if you have any 
questions or concerns.  Please sign below and return this letter in the enclosed stamped 
envelope if you are willing to allow your school choral program to participate in this 
study.  You may also email me your approval.  Thank you very much for your part in 
making this research possible. 
 
________________________________________________________________ 
   XXX XXXXXXXX, Principal            Date 
 
Sincerely. 
 
James Sanders 
Doctoral Candidate in Music Education 
Boston University College of Fine Arts 
 
Enclosures: A copy of this letter for your records 
  Self-addressed stamped envelope  
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APPENDIX B  
CHORAL DIRECTOR CONSENT LETTER 
Boston University College of Fine Arts 
School of Music: Music Education Department 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
Ph. 1.617.353.6888 
www.bu.edu/cfa 
 
 
May 13, 2014 
 
Dear XXX XXXXXXXX, 
 
I am a doctoral candidate in Music Education at Boston University, and am 
writing to request your participation in my dissertation research.  The purpose of this 
study is to examine the teaching of musicianship in a high school chorus, and explore the 
pedagogies of three high school choral directors.  My study will focus on the ways in 
which high school students who participate in the school choral program acquire 
musicianship. Participation is completely voluntary and you may end your participation 
at any time.  I will interview you on three separate occasions, each interview lasting 
approximately 90 minutes.  The audio of the interviews will be recorded, and your 
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identity will be kept anonymous.   The digital audio files will be stored in a password-
protected hard drive and only approved study staff will be able to listen to the recordings.  
Recordings will only be kept through to the completion of this study, and then will be 
destroyed.  I would also observe a minimum of three school days of you teaching your 
students, with no more than five observations.  There are no risks to participation with the 
exception of a potential loss of privacy.  Your privacy will be protected by replacing any 
identifiable information with pseudonyms.  There will be no link between the 
pseudonyms and the original information.  
 
Feel free to contact me at jesander@bu.edu, or at 757.435.6795 if you have any 
questions or concerns.  My faculty advisor is Dr. Frank Abrahams.  Dr. Abrahams can be 
reached at 609.921.7100 extension 8229, or at abrahams@rider.edu   
 
If you have questions about your rights as a research subject or want to speak with 
someone independent of the research team, you may contact the Boston University IRB 
directly at 617-358-6115. 
 
Sincerely, 
 
James Sanders 
Doctoral Candidate in Music Education 
Boston University College of Fine Arts 
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APPENDIX C  
GUIDING INTERVIEW QUESTIONS 
Guiding Interview Questions 
Background Information: Personal 
What are your earliest memories of developing musicianship? 
What where your music experiences in middle school? 
What can you share about your middle school musicianship instruction? 
What musicianship methods were used in your middle school chorus? 
What reflections do you have regarding your middle school choral director(s)? 
What were your music experiences in high school? 
What can you share about your high school musicianship instruction? 
What musicianship methods were used in your high school chorus? 
What reflections do you have regarding your high school choral director(s)? 
Where did you go to college? 
What were your music experiences in college? 
What can you share about your college musicianship instruction? 
What musicianship methods were used in your college chorus? 
What reflections do you have regarding your college choral director(s)? 
Is there anything else that you could share? 
 
Music Teaching Values & Beliefs (research question 1, 2, 3) 
Do you have a hierarchy of teaching goals for your choral students? 
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Are you guided by a particular teaching philosophy? 
How would you describe your teaching philosophy? 
How do you define musicianship for your students? 
What role does musicianship play in your teaching philosophy? 
What is the most important aspect of your teaching?  Why? 
Is there anything else that you could share? 
 
Background Information: Past Teaching Experiences (research question 1, 2, 3) 
When did you first begin teaching? 
How would you describe your first school teaching experience? 
What role did musicianship instruction play in your first teaching experience? 
Has your musicianship instruction changed from your first teaching experience? 
Is there anything else that you could share? 
 
Present Teaching Practice (research questions 1, 2, 3, 4) 
Where do you currently teach? 
What different choral ensembles do you teach? 
What kinds of curricular requirements are there for your choral ensembles? 
Is there anything else that you could share? 
 
Planning for Instruction (research questions 1, 2, 3, 4) 
How would you describe your planning process for choral rehearsals? 
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How much time do you spend on planning for instruction? 
What are your thought processes in developing student musicianship in rehearsal? 
Is there anything else that you could share? 
 
Student Assessment (research questions 1, 2, 3, 4) 
What kinds of student assessments do you use for musicianship? 
Do you use individual and/or group assessments for musicianship? 
Do you use specific rubrics to assess musicianship? 
What factors are important in determining growth in developing student musicianship? 
Is there anything else that you could share? 
 
Rehearsal Strategies (research questions 1, 2, 3, 4) 
Describe your choral rehearsals? 
How long are your choral rehearsals? 
Do you differentiate musicianship instruction for individual students? 
What instructional strategies do you use?  
How to you address sight-singing with your students? 
How do you prepare your students to respond to history, style, and performance 
practices? 
How do you incorporate listening with your students? 
How do you foster musical creativity in your students? 
Is there anything else that you could share? 
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APPENDIX D  
CHORAL MUSIC GRADES 
State Choral Literature Manual Grading System 
Table 3 
State Choral Literature Manual Grading System 
State Rating Level of Difficultya 
I Easy 
II Easy 
III Medium 
IV Medium 
V Difficult 
VI Difficult 
Note. Adapted from the state choral literature manual. (I have not identified the state in 
order to maintain the anonymity of Steve, Phillip, and Sue.) 
aWhile the levels of difficulty bear the same names between I and II, III and IV, and V 
and VI, a higher Roman numeral value indicates greater difficulty. 
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Choral Director’s Repertoire 
Table 4 
Steve’s Graded and Ungraded Repertoire 
Title Composer/Arranger State Rating 
Lux Aeterna Michelle Roueché IV 
Come to Me, O My Love Allan Robert Petker III 
Old Horatius Had A Farm Z. Randall Stroope — 
The Awakening Joseph Martin IV 
How Can I Keep from Singing? Greg Gilpin III 
On My Own arr. Mac Huff — 
O Sifuni Mungu Roger Emerson III 
Son de la Loma Miguel Matamoros 
arr. Jonathan Quick 
— 
Moses Ken Medema — 
Jabberwocky Sam Pottle V 
Walk in Jerusalem Rollo Dilworth III 
May the Music Never End Greg Gilpin — 
Prayer of the Children Kurt Bestor 
arr. Andrea Klouse 
— 
VoiceDance Greg Jasperse V 
Winter’s Song Sara Bareilles arr. Mac Huff — 
Winter’s Heart Mark Hayes — 
Mozart’s Fa La La Mozart arr. Phillip Kern — 
Ding-A Ding-A Ding! Greg Gilpin IV 
The First Noel arr. Dan Forrest IV 
Throw Open Your Shutters Amy F. Bernon III 
Rise Up!  Mark Hill — 
There Is Faint Music Dan Forrest — 
Good King Kong Looked Out PDQ Bach — 
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O Come All Ye Faithful arr. Dan Forrest — 
 
  
  348 
Table 5 
Phillip’s Graded and Ungraded Repertoire 
Title Composer/Arranger State Rating 
Ave Verum Phillip Stopford V 
Heart, We Will Forget Him Victor Johnson — 
There Is Sweet Music Daniel Gawthrop IV 
Lux Aeterna Michelle Roueché IV 
Every Valley John Ness Beck IV 
Siyahamba Donald Moore — 
Johnny Aroo’ arr. Ron Jeffers IV 
Sometimes I Feel Like a 
Motherless Child 
arr. Rosephanye Powell — 
O Happy Day arr. Kirby Shaw — 
Tears in Heaven Eric Clapton  
arr. Roger Emerson 
— 
Pie Jesu Andre Lloyd Webber 
arr. Mark Brymer 
— 
You Are the New Day Philip Lawson — 
Run to You arr. Kirby Shaw — 
Rosanna arr. Philip Lawson — 
How Lovely Is Thy 
Dwelling Place 
Johannes Brahms VI 
O Magnum Mysterium Tomas Luis de Victoria VI 
I Will Not Leave You 
Comfortless 
Everett Titcomb IV 
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Table 6 
Sue’s Graded and Ungraded Repertoire 
Title Composer/Arranger State Rating 
Je Le Vous Dirai! Pierre Certon IV 
Neighbors Chorus Jacques Offenbach IV 
Three Madrigals Emma Lou Diemer III 
The Road Not Taken Tom Fettke — 
In My Life Lennon/McCartney arr. Steve Zegree — 
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